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SUMMARY 
AN ETHNOMUSICOLOGICAL STUDY OF MUSIC MAKERS IN 
AN AUSTRALIAN MILITARY BAND 
 
This dissertation reports on a participant observation study of music making in a band 
of the Australian Army Band Corps.  The thesis of the dissertation is how the world 
views of the soldier-musicians of the Australian Army Band, Kapooka, are 
constructed in the context of their work in military music performance.  In arguing 
this thesis, the author provides a brief history of military music in Australia, and 
offers fieldwork reports which explore the nature of military rank and discipline, and 
the nature of soldier-musicians' work in military and civic ceremonial contexts, and in 
public entertainment.  In the course of this exploration the author argues that while 
military music may have limited intrinsic interest, in certain ceremonial settings it 
may link with other visual and auditory symbol systems to generate profound 
meaning both for the soldier-musicians themselves and for their audiences.  The study 
explores the process by which the world views of soldier-musicians are shaped as 
they participate in the military music tradition which acts as a powerful agent in the 
shaping of Australian patriotic traditions. 
The study is set in the disciplinary contexts of ethnomusicology and military 
sociology.  Data in the form of fieldnotes and interviews was collected, analysed and 
interpreted according to the tenets of grounded theory (Glaser & Strauss 1967) 
modified according to principles articulated by Eisner (1991) and, especially, Wolcott 
(1994).  
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PREFACE AND ACKNOWLEDGMENTS 
 
Preface 
By 1958 my passion for trombone playing seemed boundless.  Although I was in the 
third year of a five year carpenter's apprenticeship I knew that my real interest was in 
music.  At that time all Australian males of my age faced the prospect of possible 
conscription into the military, and like many other young men I did not relish being 
'called up' to train as a warrior for a possible war in an impossible foreign country in 
South East Asia.  I wanted to complete my apprenticeship so that I could get on with 
the serious business of trombone playing. 
The word passed around Newcastle's youth grapevine that four years part-time in the 
Citizens' Military Forces (CMF) meant exemption from the prospect of the 'call up'.  
The grapevine penetrated even the rather insular culture of we aspiring musicians.  It 
brought with it the news that the four years could be served as a bandsman in the 2nd 
Battalion Citizens' Military Forces Band; two hours band practice every Thursday 
evening for twelve shillings and sixpence a week pay, a two-week paid annual camp 
at Singleton military base, and occasional public engagements throughout the year.  
Of course, for all of this we were obliged to wear one or other of the Band's several 
Army uniforms.   
It was only years later that I discovered that hordes of young Australian men had 
shared my insight.  It seems ironic now; we joined the CMF to avoid military service.  
Jeffrey Grey (1990) has laid it out honestly for us; he says we were soldiers of poor 
quality, and when the threat of conscription passed we did not improve.  Rather, we 
grew slack in our CMF attendance and many of us just faded away (pp. 231-232).  In 
my case I forsook the 2nd Battalion Band for the delights of jazz, and eventually, 
symphonic music.  Yet, some years later I gave serious thought to applying for a place 
in an Australian Regular Army band, even to the point of making a formal inquiry 
about the process.  As it happened, I chose another path; I became a High School 
music teacher for six years, and then from 1972, a music and music education 
academic. 
Three decades and more later I recognise the impact that my experience as a soldier-
musician has had on my life.  My passion for music is undiminished, although  I 
cannot say that I retained a deep love for the military and its music as I sought to 
conquer other musical worlds.  I simply forgot about it.  Yet, as I reflect on my life in 
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music, I cannot escape the realisation that my CMF experience is integral to my 
profile as a musician, and as an Australian.  Beyond that, I am struck by the fact that 
both music and war have been elements of human culture for as long as we can know.  
I know too that while music and war may seem to represent the best and worst in 
human nature, the story is infinitely more complex than this simplistic dichotomy 
suggests. 
My dissertation has its roots in my CMF experience, and my fascination with the 
music/war dichotomy is embedded in the phenomenon of military music and the 
hidden stories of generations of soldier-musicians.  My fascination with this 'apparent 
dichotomy' of military music received a considerable impetus when my family and I 
came to live in Wagga Wagga in 1972, because in this city 'The Kapooka Band' plays 
an important civic and cultural role.   
Thus my study of the soldier-musician experience in the Kapooka Band is a 
compassionate study of the lived experience of a group of young Australians who join 
the Army to be musicians, a group of musicians who accepted me as a de facto 
member and work colleague for four months.  In chapter 4, I examine further the 
challenges raised by naturalistic social science research on living people with whom 
the researcher develops a relationship based on friendship and, I hope, trust.  Here I 
need to make just two points: 
• the reader should bear in mind my subjective interest in the topic and 
understand that I intend my very subjectivity to bring a sense of a lived reality to the 
study.  This subjectivity, monitored as it is by the precepts of naturalistic research 
method should be a strength of the study; and 
• the most perplexing problem I have faced in the dissertation is that of the 
manner in which I represent the soldier-musicians.  I will tease out this matter in 
greater detail in chapter 4, but meanwhile a note addressed to Kapooka Band 
members addresses this difficulty. 
 
A note to the soldier-musicians of the Kapooka Band 
This is your story, it is a story which I could write only with your cooperation.  If it is 
to resemble the truth about you, then it has to be a 'warts and all' story.  There would 
be little point in presenting a sanitised account of life in the Kapooka Band; many of 
you discussed this point with me and agreed that I should tell the truth.  On the other 
hand, I am aware, and some of you have told me, that there are some things that are 
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best left unreported because they may embarrass you, or because they may prejudice 
your career prospects or, at the very least, bring you into disfavour with your 
colleagues and officers.   
Within the University there have been those who have argued that to avoid these 
problems I should give you all false names.  I, and others, have argued that I should 
use your real names.  Firstly, this is your story and you should not be reduced to 
anonymity.  This is one reason why anthropologists and ethnomusicologists have 
traditionally used the real names of people they write about.  Secondly, the disguise 
would be immediately transparent anyway.  To take a very obvious example, if I were 
to identify the Honorary Colonel of the Australian Army Band Corps as Brigadier 
John Soldier DSO, MC, then not only would the real Honorary Colonel, Brigadier J. 
J. Shelton DSO, MC, have the right to feel slighted, but the reader could very easily 
identify him, as Jim is the only Honorary Colonel the Band Corps has ever had.  This 
is true for all of you. 
Now a problem remains; what I have written remains in print and is not erasable.  
You, and I, are stuck with it.  For my part, I have tried to represent you as accurately 
as I can, though I have tried to err on the side of discretion, a discretion tempered by 
my empathy for you.  I have left out blatant instances of what seems to me to be 
'embarrassing behaviour', though I know that my perception of what might be 
embarrassing behaviour is bound to be different from yours.  For your part, I ask that 
you understand that a whitewashed story is not only bound to be boring, but would 
simply lack 'the ring of truth'.  
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AN ETHNOMUSICOLOGICAL STUDY OF MUSIC MAKERS IN AN 
AUSTRALIAN MILITARY BAND 
       by Roland Bannister 
 
This dissertation reports on a study of music making in a band of the 
Australian Army Band Corps.  The thesis of the dissertation is how the 
world views of the soldier-musicians of the Australian Army Band, 
Kapooka, are constructed in the context of their work in military music 
performance.  In arguing this thesis, the author provides a brief history of 
military music in Australia, and  
• demonstrates how rank and military discipline intersect with music 
making in the lived experience of the soldier-musicians; 
• explores how the dichotomy between music making as a craft and music 
making as art is resolved in a setting where the employer regards music 
making as a trade, while the soldier-musicians strive to meet artistic 
goals; 
• demonstrates how successful music making and successful soldiering 
are both forms of work which depend upon effective collective action;  
• demonstrates that while military bands play the widest repertoire of 
musical styles of any Western music ensemble, the styles converge 
toward a homogenous, eclectic, military band performance style: and 
• explores how military music, which may have limited intrinsic interest, 
in certain ceremonial settings may link with other visual and auditory 
symbol systems to generate profound meaning both for the soldier-
musicians themselves and for their audiences.   
The study examines the processes by which the world views of soldier-
musicians are shaped by the institutional context in which they work, as 
they participate in a music tradition which has been a powerful agent in the 
shaping of Australian patriotic traditions. 
The study uses a naturalistic participant observation methodology.  The 
author worked as an honorary guest civilian member of the band's 
trombone section to collect data in the form of fieldnotes and interviews.  
Data analysis and interpretation was made according to the tenets of 
grounded theory.  Evidence in the form of first hand accounts from the 
perspective of the researcher and from the soldier-musicians themselves is 
employed to generate both emic and etic understandings.  An 
understanding of a music culture from the participant's point of view is a 
central concern of the study.  
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CHAPTER 1 
OVERVIEW OF THE DISSERTATION 
 
Introduction 
My dissertation falls into two main sections, divided by a link, and followed by a 
review:   
• chapters 1 to 4 comprise the Literature, Theory, and Method Section; 
• chapters 6 to 11 make up the Fieldwork Section;   
• chapter 5 is the link between the two sections; and  
• chapter 12 posits a set of theoretical propositions as it reviews the main themes 
of the study. 
In the Literature, Theory, and Method Section, I introduce the thesis of the dissertation, 
describe the design of the research project on which the dissertation is built, place the 
study in its scholarly ambience, and assess its significance.  This first chapter presents 
the study's objectives, provides an overview of the methodology, introduces the music 
culture which is the subject of the research, and assesses the significance of the study.  
In chapters 2 and 3 I review literature pertinent to ethnomusicology, sociology of music, 
and military studies, and locate my dissertation in these scholarly disciplines.  In chapter 
4 I describe the philosophical basis of the study, examine the principles of the 
ethnographic data collection strategies of participant observation and ethnographic 
interviewing, describe my processes of data analysis and interpretation, and reflect on 
the perplexing ethical challenges raised by my study.   
In the Fieldwork Section I explain my understandings of the lived experience of the 
soldier-musicians, and reflect on how these understandings support the thesis of the 
dissertation.  Chapter 5 is an outline history of military bands from their beginnings in 
ancient Europe to their modern manifestation in the bands of the Australian Army Band 
Corps.  It finishes with a brief history of the Kapooka Band to provide a link to the 
Fieldwork Section in which I describe, analyse and reflect upon the world of the 
Kapooka Band.  Chapter 12 revisits earlier chapters to generate a set of broader 
theoretical propositions about the construction of the soldier-musicians' world views.  
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The thesis of the dissertation 
In this dissertation I examine the processes by which the members of an Australian 
Army band synthesise their experience in the military context to construct distinctive, 
soldier-musician world views.  My central thesis is how the world views of the soldier-
musicians of the Australian Army Band, Kapooka, are constructed in the context of their 
work in military music performance.  Being a musician, being a soldier, the nature of 
music as military work; the band's role in the maintenance and transmission of military 
and patriotic traditions within the wider army and the community, change in military 
music making, and my experience as a participant observer, are the themes which guide 
my work.  Central to the whole is the thesis; how these themes intersect in the 
construction of the soldier-musicians' world views.  I describe, analyse, interpret and 
reflect on a Western, urban music culture which functions within the formal, 
institutional context of one of society's largest, oldest, and most rigid organisations - the 
army - and within the unwritten, informal, but very powerful, context of a long and 
emphatically defended military tradition. 
The seeming disparity between the work of the soldier and the work of the musician is 
dramatically encapsulated by a commissioned officer of the Kapooka Band thus,  'I 
sometimes wonder: what are we, trained killers or creative artists?' and more objectively 
expressed by Dyer (1985, cited in Giddens 1993) who made a systematic study of the 
military, thus: 
The business of armies, at the end, is killing, and so a crucial part of training 
people to be soldiers is teaching them to ignore the limits they normally place on 
the actual use of violence, so that in the right circumstances against the 'enemy', 
they will go all the way and actually kill him. (pp. 367) 
My study examines the tension dramatically identified here: What is the nature of the 
tensions which are generated by the demands of soldiering and those of music making?  
How marked is this tension?  How does their work in music making, and the military 
context within which they work, mould the soldier-musician's world views?  Most 
members of the band have joined the army in order to work as musicians; they have 
joined the profession of arms so that they can work in the profession of music.  Some 
become committed, first-class soldiers and fine musicians; others have varying degrees 
of commitment to soldiering and to music.  Some seem to find satisfaction in working 
as soldiers while allowing their musical skills to remain at a functional level.  Others 
develop musical skills of a high order while simply functioning, rather than thriving, as 
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soldiers.  All develop world views which are informed by music making and by the 
military ethos and its traditions.  The working out of this apparent dichotomy is central 
to my thesis. 
The disciplinary contexts, the practical and ethical aspects of my research, and the 
design of my research method are discussed in some detail in later chapters.  It is useful 
though, to outline each of them in this introductory chapter.  
 
The disciplinary contexts   
While this dissertation draws on several cognate disciplines for its philosophical, 
theoretical and methodological bases, and while my descriptions, interpretations, 
reflections and theoretical propositions may have implications for other disciplines, the 
study is set firmly in the scholarly provenance of ethnomusicology.   
Ethnomusicology has developed in parallel with sociology and anthropology and 
continues to draw theory and method from them.  Because ethnomusicology is the study 
of music in its cultural context, it may be properly characterised as the anthropology of 
music (Merriam 1964).  The discipline of musicology has, on the other hand, been 
traditionally concerned with the study of music per se.  Ethnomusicologists claim that 
music cannot be understood except when placed in its cultural context, and have thus 
criticised musicologists because they often pay scant attention to the social context of 
the music they study.  Musicologists have focused on the acoustic properties of music.  
Both ethnomusicologists and sociologists of music examine music and its social 
context.  
In chapter 2 I argue that the Achilles heel of ethnomusicology is the requirement that 
the researcher be expert in both music and social science; an ideal which is seldom met.  
I demonstrate too that both ethnomusicology and the sociology of music suffer from a 
paucity of theory about their respective purposes and that there has been a failure by 
practitioners to develop substantial agreement about the theoretical and methodological 
characteristics of their fields.  My research draws on my experience as a musician and 
music educator, and I employ a much-tested social science research method.  In doing 
so I attempt to reconcile the music/social science dilemma which has characterised 
ethnomusicology.   
While my study is developed in the ethnomusicological context in particular, it also has 
implications for the history of music, the sociology of music, military studies and music 
education.  In turn, these disciplines link with history, anthropology, sociology and 
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education.  My dissertation thus has a place in a wider scholarly ambience.  I examine 
the implications of this ambience in chapters 3, 4 and 5. 
 
Overview of the research method 
In order to examine and understand the world views of groups of people, of what 
anthropologists call 'others', a research design which enabled me to experience the 
world of others is appropriate.  The concepts of Verstehen  or 'understanding' and 
phenomenology (Outhwaite 1975) provide philosophical underpinnings for research in 
which the researcher joins the group of 'others' for a period of fieldwork and becomes as 
much like the 'others' as possible.  So, to 'understand' the soldier-musicians in the 
Kapooka Band, to experience their world, to examine the influences which shape their 
world view, I developed and implemented a research project based on the philosophical 
traditions of Verstehen  and phenomenology.   
During a four-month period as a guest civilian member of the Kapooka Band's 
trombone section, and as a participant observer researcher, I gathered data in the form 
of fieldnotes and interview transcripts and analysed them using a method loosely 
derived from grounded theory (Glaser & Strauss 1967).   
I entered the field with a set of general questions to guide my observations.  The 
questions were: What are the participants doing?  Where are they doing it?  How are 
they doing it?  When are they doing it?  Who is doing it? and, Why are they doing it?  
They are 'umbrella' questions typically employed by anthropologists. 
During the first fieldwork period I got to know the soldier-musicians, and I became 
familiar with their workplace, their work and their music.  I developed an empathy for 
their values and attitudes.  Clues, rather than final answers, about the nature of the 
dichotomy between the work of the musician and that of the soldier soon became 
evident to me.  This dichotomy is central to the world view of the soldier-musician.  It 
was evident too that the band is a tightly knit community.  It works quite independently 
from the other military units at Kapooka, except during the course of the many official 
activities which bring them together as ritual participants, rather than socially 
interactive work colleagues.  Music, for most of the participants, is a central focus in 
their lives and the desire for satisfaction in music making in the band is important to 
them.   
It will be useful now to explain why I chose to study this particular group, and to give 
an introductory description of the Kapooka Band.  
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Selecting a research community 
In chapter 2 I demonstrate that contextual studies of music making in Western, urban 
settings are rare.  I argue that studies of this kind have the potential to tell us a great deal 
about the relationship of people and music.  The Kapooka Band, an ensemble of 
musicians working in one of society's most highly structured, authoritarian institutions, 
presented itself as an ideal subject.  Further, it was located within convenient travelling 
distance of my home.  I could participate as a trombonist while carrying out 
observations, as in this role I could best experience and understand the world as the 
members experience and understand it.  And, as a guest member of the band, doing the 
work that the soldier-musicians themselves do, my presence in the role of a researcher 
would be less intrusive.  My thirty years of experience in civilian concert bands and my 
early CMF experience seemed to make me an ideal research tool for this particular 
research task. 
By assuming the role of participant observer I could best explore the ethos of the group.  
Meek (1987) argues that gaining 'the feel' of the community is perhaps the most 
important aspect of fieldwork, '... the importance of "the feel" of the situation cannot be 
overestimated, and anyone who has done fieldwork knows that it is a vital part of the 
intellectual experience' (Baldridge cited in Meek 1987, p. 196).  This experiencing of 
the ethos is an important principle in participant observation research.  Its use in the 
present project is examined in detail in chapter 4. 
The Officer Commanding/Musical Director of the Kapooka Band had often invited me 
to attend rehearsals and to play in performances.  I discussed with him the research 
project I have described above.  He was quick to agree to my project and to my planned 
long association with the band. 
 
The Kapooka Band 
The Kapooka Band is a unit of Band Corps of the Australian Army.  It is one of five full 
time bands, three Army Reserve Bands, and two Unit Bands which, along with the 
Directorate of Music in Canberra and the Defence Force School of Music in Watsonia 
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(Victoria) make the Army the second largest employer of musicians in Australia.  The 
largest is the Australian Broadcasting Corporation with its six symphony orchestras.   
The Kapooka Band is housed in a fine new complex, The Brigadier J.  J. Shelton Band 
Centre, named after one of the central figures in the development of the Band Corps, 
Brigadier Jim Shelton, the Corps' Honorary Colonel.  The Centre is regarded as the best 
in the Australian Army.  The Kapooka Band is equal in status to the other four bands of 
the Band Corps.  (In 1989 the Corps had seven Bands, in 1994 this was reduced to five).  
Appendix item 1 lists the band's 33 member establishment at the time of my fieldwork.  
Appendix item 2 presents outlines of the Band's Corps history, the location of its units, 
and its organisational structure.  
 
[Appendix Item 1: The Kapooka Band establishment at 15 June 1989]   
 
[Appendix Item 2: Three sections of Sillcock's (c. 1989) Introduction to the 
Australian Army Band Corps viz; 
• Brief History of the Australian Army Band Corps;   
• Location of the Australian Army Band Corps units;   
• The Organisation of the Australian Army Band Corps]   
 
Military and civic ceremonial performances are the main duties of the band.  Of these 
the March Out Parade and the Challenge Parade are weekly duties in most weeks of the 
year.  The two parades and their rehearsals occupy about a third of the band's time and 
account for about a third of its effort.  The March Out Parade is the graduation 
ceremony which marks the successful completion of the notoriously arduous three 
month training schedule completed by recruits to the army.  Almost all Australian Army 
personnel begin their military careers in the 1st Recruit Training Battalion (1RTB) at 
Kapooka; only those neophyte soldiers who enter as commissioned officers do not 
follow the recruit training program at Kapooka.  Parents, relatives and friends of 
graduating soldiers journey from all parts of Australia for the ceremony.  Because the 
army is a vital element in the economy of Wagga Wagga, the local media afford it a 
great deal of publicity.  Inevitably, the March Out Parade, with its rich and colourful 
ceremony, is the topic of much of this publicity.  Each week Wagga Wagga's 
newspaper, The Daily Advertiser, carries reports and photographs of the parade. 
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The Kapooka Band's 'primary task' is to provide music for military and civic 
ceremonies.  It travels to other military areas such as the Australian Army Apprentices' 
School at Bandiana or to Canberra, where it may participate in ceremonial work with 
the Australian Army Band Duntroon.  On special occasions it may perform with the 
other bands of the Australian Army Band Corps.  Assignments include regimental 
dinners, the presentation of credentials to new ambassadors from foreign countries, the 
arrivals of 'dignitaries' at airports, and the burials of people who are afforded military 
funerals. 
This military work is extended to occasions where the band plays at other civic and 
public ceremonies in the City of Wagga Wagga and other localities.  Enactments of 
historical military ceremonies, like the Beating of the Retreat, may be enacted as public 
entertainment.  The Band also presents public concerts in Wagga Wagga and other 
towns both in the immediate region and beyond.  Tours of regional areas of New South 
Wales are not uncommon and there have been a number of overseas tours.  Appendix 
item 3 shows the band's engagment schedule for one month during my fieldwork. 
 
[Appendix Item 3: Kapooka Band's engagement schedule September 1989]  
  
Kapooka Band is highly regarded by the people of Wagga Wagga; it is the only 
permanent, professional music ensemble in the area.  Its concerts in the town's Civic 
Theatre attract capacity houses.  The NSW Department of School Education and 
individual schools engage the band, or individuals from it, to perform in schools' 
concerts, or to assist with school music teaching programs or departmental music 
camps. 
The soldier-musicians range in age from late teens to mid-forties with a concentration at 
the lower end of the range.  Female musicians were first accepted into the Band Corps 
as recently 1984 and by 1994 there were ten females in the Kapooka Band out of a total 
complement of thirty-four.  Musicians join the Band Corps following a music 
performance audition and the Army's standard security and health checks.  They may be 
required to serve in any of the Army's bands.  All recruits to the Band Corps must, in 
common with all recruits to the Army, first undergo the 1RTB's Basic Training Course.  
This is followed by a period of up to eighteen months at the Defence Force School of 
Music at Watsonia (Victoria).  Further opportunities for substantial periods of music 
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instruction are available to soldier-musicians during their careers.  The vocational 
education of its members is regarded as an important function of the Band Corps.  
Although the band is located on the site of the 1st Recruit Training Battalion it is, 
administratively, a unit of the Band Corps.   
The work, behaviour and grooming of the Kapooka soldier-musician is codified in a 
formal way by published Standing Orders of the 1st Recruit Training Battalion, and the 
Standing Orders of the 2nd Military District (2MD) Sydney.  A sergeant proudly, yet a 
little cynically, showed me no less than seventy-three official documents which describe 
the responsibilities of soldiers and the regulations under which they work.  Copies of the 
documents are housed in the band's Orderly Room.  'Signals' from officers of the 1RTB 
and the 2MD as well as the Directorate of Music in Canberra all prescribe the activities 
of the band.   
The Band Centre houses a collection of memoranda, realia, photographs and documents 
relating to the band's past.  One large frame carrying a copy of a history of the band 
hangs in a prominent place.  Thus, a cultivated consciousness of army tradition, and the 
traditions of military musicians in particular, are important elements in developing and 
maintaining the band's special ethos, and a sense of esprit de corps which the soldier-
musicians feel is critical to its well being.   
 
The significance of the study 
Qualitative inquiry into Western urban music cultures is not only rare but, as I 
demonstrate in chapter 2, there is in the literature of ethnomusicology, musicology and 
music education, an expressed need for work of this kind.  Military sociology, which I 
review in chapter 3, has a similar paucity of context sensitive studies of soldiers' 
experience.  Mine is the first qualitative study of military musicians.  In the next section 
I indicate how my study contributes to scholarship. 
 
An 'ideologically unpalatable' music culture 
Military bands occupy an enigmatic niche: they play music drawn from classical, jazz 
and popular music styles, yet they seem not to be claimed by musicians or scholars as 
part of any of these traditions.  Traditional musicology has been concerned mainly with 
the study of Western classical music.  Jazz has its own domain now in the discipline of 
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jazz studies.  Popular music has become the focus of the burgeoning discipline of 
cultural studies.  I suspect that military bands are rejected by scholars because of their 
association with the authoritarian exploitation of military power; music educator 
Warren Bourne (1993, p. 13), and novelist Milan Kundera (1985, p. 149) both warn of 
the ideological purposes which military music serves.  Australian military historian 
Jeffrey Grey (1990) believes that studies of war and the military have been relegated to 
the periphery of academic concerns because they have been associated with militarism 
(p. 1).  To amend a 1990s catch-phrase, the military and its music are 'ideologically 
unpalatable'.  I have explored this phenomenon further in chapter 10. 
This paucity of studies of military bands is inconsistent with their numbers, their 
ubiquity, and their role in society.  During my fieldwork period the Kapooka Band 
appeared in public on eight occasions in September alone.  Images of military bands are 
presented in television news reports almost every day.  Images and/or sounds of 
military bands in Australian Broadcasting Corporation evening television news 
bulletins which I randomly noted in my fieldnotes include the coverage of death of the 
former Chancellor of Germany, Willy Brandt, and the dedication ceremony for the 
monument to Vietnam Veterans in Canberra (both in October 1992), the Inauguration 
Ceremony for the President of the United States in January 1993, and the departure of 
the Australian troops for the United States led Operation Restore Hope in Somalia in 
January 1993.  A Pakistani military band, replete in their Scottish tartan uniforms, and 
playing Scottish highland bagpipe tunes on Scottish bagpipes, led the United Nations 
into Somalia as it took control of the multi-national relief effort in May 1993.  On May 
10 Australians saw the 1st Royal Australian Regiment Band (Townsville) at the 
welcoming back of troops from Somalia.  On the same news broadcast a Russian 
military band played the funeral music for a soldier killed in civil conflict, and there 
was celebratory music for the Victory Day (May 9) celebration of the Soviet Union's 
defeat of Nazi Germany.  On Lateline a para-military band played music for a peace 
rally in Dublin. 
In January 1994 the Australian Broadcasting Corporation broadcast images of the band 
of the Coldstream Guards (Britain) marching across the city's football field to mark the 
lifting of the siege of Sarajevo.  In early April 1994 an ABC television news broadcast 
reported on the visit of the Prime Minister (Paul Keating) to Vietnam.  A military band 
played Australia's National Anthem as he disembarked from his plane.  The next 
evening the ABC's Lateline program covered the preparations for free elections in 
South Africa.  As uniformed, black, military personnel trained to keep civil order, they 
marched to a military band playing the British March, Colonel Bogey.  Yet these live 
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and media appearances are simply the visible, public end-products of the work of 
soldier-musicians.   
Back at their military bases the bands engage in a plethora of activities ranging from 
their participation in rehearsals of military ceremonies, band practice sessions, 
individual instrumental practice, the preparation of musical arrangements, the 
maintenance of the band rehearsal facilities and their environs, the preparation of 
instruments and the music library, to the laundering of their ceremonial uniforms, and 
the management of the band's budget and equipment inventory.  This work constitutes 
the workaday world of the soldier-musician and is carried out in the unique setting of a 
military base.  None of it is seen by the public. 
Like the community musicians described by Finnegan (1989) military musicians are 
many in number, and they have high public profiles, but they are, to use Finnegan's 
term, 'partially veiled' from outsiders and little is known of their work, or of the 
musicians themselves; musicians in other styles of music develop strong group and 
personal identities, but military bands and their members remain largely anonymous.  
While members of the public identify strongly with the ABC's six symphony orchestras, 
jazz bands and popular music groups, they are much less aware of the identity of the 
Band Corps' bands.  As we shall see in the course of my dissertation, the Kapooka Band 
strives to develop and maintain a strong identity in Wagga Wagga.   
While civilian 'concert' bands are probably the most ubiquitous amateur and educational 
music ensembles in the Western world, they share the partial veil of anonymity with 
their defence force counterparts.  Whitwell (1983) argues that these ensembles take 
professional defence force bands as their models (p. 151).  The British Bandsman in its 
first issue in 1887 said that army bands were the standard to which amateur brass bands 
should aspire (Herbert 1991a, p. 45).  Civilian bands are in fact still often referred to as 
'military' bands, though most musicians now prefer the term 'concert' band.  These 
concert bands provide musical experience for a very high proportion of the Western 
world's amateur musicians.  The literature of concert bands, in the military setting and 
in civilian life, is predominantly concerned with aspects of their training, management, 
and repertoire.  In this literature the concern has been for the development of functional 
performance and organisational skills (see for instance Lisk 1987; Hindsley 1982; 
Whitwell & Ostling 1977; and Adkins 1958 and the journal The Instrumentalist), rather 
than the nature of their work as human activity.  Brass bands, Bythell (1991) argues, are 
one of the more important aspects of British culture in the nineteenth century (p. 147).  
He argues that the Australian brass band culture has been ignored by scholars because 
of their amateur status and the questionable taste of some of their music (pp. 146-147).  
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While this criticism is well-founded in respect of civilian and defence force bands, this 
question of taste is in fact an aspect of band culture worthy of scholarly attention.  My 
dissertation plays a part in lifting the veil which hides the work of military bands from 
the outside world. 
 
A white Australian songline 
My dissertation addresses the need for the documentation of all Australian music 
cultures, not just for studies of high profile, 'high art' activities.  In his book The 
Songlines, Bruce Chatwin (1987) shows how Australian Aboriginal peoples have 
'documented' their history and traditions.  He explores the relationship of their music to 
the context of the wider culture, and the relationship of the music, culture and the land 
forms of Australia.  Musician, music educator, and historian Terese Radic (Radic 1991), 
took up Chatwin's powerful theme in her monograph Whitening the Songlines.  She 
calls for contextual studies of Australian urban music traditions, and her call resonates 
with my own belief that there is an urgent need for such studies.  Radic says '... I do not 
believe that music has any validity outside its context and that context is locked into 
human perception of human music,' (p. 17).  Radic shows that Anglo-Saxon Australians 
can find an appropriate example in the way Australian aboriginal people have recorded 
their music culture in the oral tradition.  Here they have been much more successful in 
preserving their cultural history than have white Australians. 
Radic (1991) cites Tomlinson, the President of the American Musicological Society, in 
support of her call for contextual studies of Australian music.  Tomlinson writes: 
This plea for a contextual approach can be not only applied to other cultures, but 
should awaken a desire in Australians to make some connections with their own 
culture - indeed, to discover what that culture is rather than to wallow in the 
present vague collections of misperceptions about what it means culturally to be 
Australian. (p. 20) 
Tomlinson (cited in Radic 1991) argues that there is a need for '... close regional studies 
...' in music (p. 21).  Similarly, Kartomi (cited in Radic 1991) says that there is a great 
deal of research currently being undertaken into the European tradition of classical 
music but that musics outside that tradition are ignored.  She makes a plea for such 
studies (p. 22).  My dissertation is a songline of a band which, as I demonstrate in 
chapter 5, is a contemporary manifestation of Australia's oldest white music tradition. 
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Using research 
All knowledge is potentially useful.  Some kinds of knowledge have direct and specific 
practical applications while other kinds may, in a more general way, enhance our 
understanding of how things are.  Much knowledge, and my dissertation is a case in 
point, has some degree of both qualities; my dissertation is intended to help readers to 
understand the lived experience of a particular community, and as readers engage in a 
process of generalisation, it will enable them to understand the lived experience of other 
communities.   
Some social scientists argue that in order for inquiry to be worthwhile, its findings or 
understandings ought to be directly generalisable to other groups.  Krueger (1987), for 
instance, suggests that samples chosen for research should be representative of 
populations to which we might wish to generalise, otherwise the research produced is 
simply a description of a single case (p. 74) and, by implication, of limited value.  This 
argument takes no cognisance of what Stake (1978) called naturalistic generalisation.  
This naturalistic proposition has a strong tradition.  Glaser & Strauss (1967), for 
example, argue that when theory is developed from the data of experience, the findings 
can be generalised to other similar groups and beyond.  Most importantly, theoretical 
understandings assist us to know about dissimilar groups.  Later, McTaggart (1991) 
posited a concept which he calls extrapolation; a process of generalising from our 
understanding of the experience of others to better understand our own experience (p. 
31), and, it follows, to reflect more deeply on all social behaviour.  Naturalistic 
generalisation is a process of understanding which has its roots in the social philosophy 
of Verstehen.   
Stake's (1978) concept of naturalistic generalisation derives from the work of Dilthey 
(cited in Stake 1978) who encapsulated the Verstehen  philosophy thus; '... we 
understand ourselves and others only when we transfer our own lived experience into 
every kind of expression of our own and other people's lives'.  Naturalistic 
generalisation is a process of deriving from a tacit knowledge about how and why 
things are and how they are likely to be in other places with which the reader is familiar 
(p. 6).  By extension naturalistic generalisation occurs when people read texts, and as 
they imagine.  In this sense, all texts are used as naturalistic generalisations, in broader 
interpretations of Stake's meaning of the term.  Here I use the term 'text' in the post-
modern sense following Barthes (cited in Barnes & Duncan 1992) to include all cultural 
products.  Dilthey, Stake, and Eisner each recognise the strength and complexity of the 
interactions readers may have with texts in a way which reflects the work of post-
modern philosophers like Barthes, and Derrida.   
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Eisner (1991) builds a sophisticated development of Stake's naturalistic generalisation 
(ch. IX and pp. 103-104).  Eisner contrasts naturalistic generalisation with the formal 
generalisations  (Donmoyer cited in Eisner) favoured by statistical researchers who 
consider it essential that the population studied be a random one in order that it might 
accurately represent other, like populations.  In naturalistic work the studied population 
is seldom random.  Rather, these studies provide us with '... a guide to perception ...' 
(pp. 103-104).  This is the essence of naturalistic generalisation.  
When people contemplate any representation of others they engage in a process of 
generalisation.  For instance, Greil Marcus's (1991) study of Elvis Presley leads the 
reader into this kind of understanding.  Readers use Presley as what Barnes & Duncan 
(1992) call a 'large metaphor' against which they might compare their own imagined, 
alternate, experiences.  We make these comparisons in the light of the complex 
kaleidoscope of our knowledge and experience.  The continuing fashioning of the 
Presley myth, long after his death, seems to be founded in people's desire to reflect on 
how they might cope with unexpected fame and wealth.  The lives of the famous, and 
by extension, any cultural texts, provide measures against which we might reflect on the 
nature of the lived experience of others and ourselves.   
As a body of qualitative studies of musical communities is generated, the potential for 
both formal and naturalistic comparisons of music cultures grows.  Comparisons of 
music cultures from both Western and Non-Western settings is already possible; in the 
case of my own dissertation, musicians in other music ensembles will make quite 
specific generalisations as they recognise and compare characteristics which they share 
to a high degree, share in part, or do not share with the Kapooka Band at all.  I expect 
my study to complement those of Roberts (1993, 1991a, and 1991b), Feld (1990), 
Finnegan (1989), and Kingsbury (1988).  Readers will generalise to other music 
cultures as they read.  Generalisations of this kind have the potential to enhance our 
understanding of music performance, and music teaching and learning in many cultural 
contexts. 
 
Summary   
In summary, the thesis of my dissertation is how their work in music, and the military 
context within which they are employed, construct the world views of the soldier-
musicians of the Australian Army Band Kapooka.  To test this thesis I have experienced 
the world of the Kapooka soldier-musicians as a participant observer, and then 
described, analysed, interpreted and reflected on that world.  My dissertation considers 
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the relationships between the band members, the band's musical repertoire, its 
performance duties, and the processes of cultural transmission which are at work in the 
band.   
Because this study is concerned with the examination of music making in a particular 
social setting it will be set in the scholarly tradition of ethnomusicology but it also has 
implications for those disciplines which have cognate areas of concern. 
The study's methodology is loosely derived from the grounded theory principles 
articulated by Glaser & Strauss (1967) and is underpinned by the philosophy of 
Verstehen.  The study examines a music culture in an institutional context, using the 
ethnographic techniques of participant observation and ethnographic interviewing, 
techniques which are used in the interpretive streams of the social sciences.  In doing so 
it contributes to the satisfaction of long-felt needs; the need for research into music in its 
social context, the need for the development of qualitative research paradigms in 
ethnomusicology, the need for the study of urban musics outside the Western classical 
tradition and the need for studies of Australian music traditions.  My thesis traces the 
songline of an Australian urban music culture. 
In this first chapter I have presented an overview of the dissertation, placed the 
dissertation in its scholarly context, introduced the researched community, outlined the 
research design, and assessed the importance of the study. 
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CHAPTER 2 
THE MUSICOLOGICAL CONTEXT: LITERATURE REVIEW 
 
Introduction 
In this chapter I review pertinent items from the literature of ethnomusicology to locate 
my dissertation's place in the 'context-sensitive' tradition of that discipline.  I then 
briefly review the cognate discipline of the sociology of music and argue that, although 
the two disciplines have much in common, the present study's proper location is in 
ethnomusicology.  My review is an historical account of the two disciplines' 
construction of scholarly identities.   
My account concludes with a brief review of work by Small (1979b) and, especially, 
recent work by Feld (1990), Kingsbury (1988) Finnegan (1989) and Roberts (1993, 
1991a, 1991b) whose context-sensitive studies of the music making experience in 
institutional contexts provides an immediate scholarly setting for my own dissertation. 
 
History of ethnomusicology 
Merriam, in his book The Anthropology of Music (1964), provides a comprehensive 
coverage of ethnomusicology's early development.  He reflects the contemporaneous 
state of the social sciences in that he proposes a quasi natural-science research model, 
presents a functionalist perspective of music in society, and studies human activity from 
the point-of-view of behavioural psychology.  Merriam's book and Krader's article on 
'Ethnomusicology' in Grove's Dictionary of Music and Musicians (Sadie 1980) together 
provide an historically oriented overview of the literature of the subject.  In doing so 
they highlight a major theme of ethnomusicology; that is, the attempt to provide a 
balanced study of music itself and of the culture to which it belongs.  
Ethnomusicologists argue that formal, technical analyses of music are of little value 
unless they take cognisance of the culture which shapes the music.  Conversely they 
agree that in order to properly understand music's place in culture, the music itself must 
be given adequate attention.  Kingsbury (1988) summarises this central dichotomy: 
There is arguably no idea more entrenched and pervasive in the field of 
ethnomusicology than that of the dualism between the study of music and the 
study of culture, unless one counts separately the corollary notion that the goal of 
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theory in ethnomusicology is precisely to bridge the gap that separates these two 
domains. (pp. 143-144) 
I will examine the conflict of musicological and anthropological emphases in some 
detail in this chapter as it is central to an understanding of ethnomusicology.  It is also 
central to the conceptual basis of my dissertation. 
Musicology - the scientific study of music - had its beginnings in Germany and the 
United States of America in the 1880s.  From the start, one stream used the term 
'comparative' or, later, 'systematic' musicology.  Its complementary stream was called 
'historic' musicology.  In comparative musicology lay the beginnings of modern 
ethnomusicology because it was the discipline which would study and compare the '... 
sound products of .... different peoples, lands and territories for the purpose of 
ethnographic ends ...' (Adler 1885, cited in Krader 1980, p. 276).  In the work of Fetis in 
1896 we can discern the beginnings of the idea that all musics - rather than just those of 
elite strata of society - were worthy of study and that they should be studied in the 
context of their cultures.  He argued too that the history of people and the history of 
their music is closely linked (Krader 1980, p. 276).  Late nineteenth century 
ethnomusicologists were sustained by a belief that the study of music in 'primitive' 
societies would lead to an understanding of the origins of mankind.  From this stemmed 
the ethnomusicological tradition of studying music in traditional, non-Western cultures.   
Ethnomusicologists (see for instance, Triton 1984; C. Seeger cited in Hood 1982; 
Herndon & McLeod 1980; McLeod & Herndon 1980; Shield 1980; Gourlay 1980; 
Blum 1975, cited in Gourlay 1980; Feld 1974; Merriam 1964) have long argued that 
their discipline's weaknesses are twofold.  First, there has been an imbalance of 
attention to musical and cultural elements and second, there is no generally accepted 
body of theory or an established methodology.  The musicological and the 
anthropological streams have tended to remain separate, partly because the practitioners 
of ethnomusicology may be trained in musicology or anthropology, but seldom in both.  
The history of ethnomusicological theory is largely one of attempts to reconcile the two 
streams.   
As ethnomusicology's early practitioners - Stumpf, Hornbostel and Boas, for example - 
were almost all trained in natural science they were primarily interested in problems of 
musical analysis, rather than music's cultural contexts.  After the Second World War the 
European 'comparative musicologists' Hertzog, Kolinski and Waschsmann migrated to 
the United States and, with others, like Charles Seeger, helped establish and develop the 
field there.  Since the Second World War the philosophy that the place of music in 
  17 
culture is of central importance to the understanding of both music and culture has 
developed (Krader 1980, p. 277).   
Recently Australian scholars writing in Musicology Australia, have commented on the 
musicology/ethnomusicology division.  Kassler (1988-1989), wrote of the dichotomy in 
the past tense to indicate that the divide was '... more apparent than real ...' (p. 24).  Platt 
(1991) suggested that this '... bad old division ...' may not be so rigid in Australia (p. 1).  
Barwick's (1991) and Comin with Barwick's (1991) articles in the same journal bear 
eloquent testimony to Platt's hopeful comment.  Similarly, the work of Feld (1990), 
Finnegan (1989), Kingsbury (1988), and Blacking (1974) bridge the divide between the 
study of music in isolation and music as what Blacking calls 'humanly organised sound.'  
Yet, Kartomi (1991) admonished scholars from both streams for not engaging in 
meaningful interaction at the Fourth Symposium of the International Musicological 
Society in 1990 (p. 93).   
Ethnomusicologists established the practice of living for long periods as participant 
observers in the culture they studied; the tradition of participant observation in 
ethnomusicology has paralleled and drawn from its counterpart in naturalistic-
ecological anthropology, yet its original close association with musicology continues. 
 
Defining ethnomusicology: a search for identity 
Because it has sought its identity in an amalgam of anthropology and musicology, 
ethnomusicology has inevitably generated a number of definitions of itself, definitions 
which reflect the search for a distinctive place both as a sub-discipline of musicology 
and viz-a-viz the fields of anthropology and sociology.  Until comparatively recently 
most definitions described geographical parameters rather than methodological or 
theoretical ones.  Merriam (1964) cites the views of ethnomusicologists like Schneider 
and Nettle who drew geographic parameters for their discipline in the 1960s. 
Definitions began to broaden in the late 1950s as ethnomusicologists recognised the 
distinctiveness of some theories and methodologies that their field had generated.  
Merriam (1964) cites a number of attempts (Chase, Hood, Kolinski, Rhodes) made in 
the 1950s to redefine ethnomusicology to reflect a concern for its methodological 
character.  Merriam (1964) distilled from the then current perceptions of the nature of 
ethnomusicology the simple definition '... the study of music in culture' (p. 6).  He 
placed strong emphasis on the '... behavioural processes that are shaped by values, 
attitudes, beliefs and the people who comprise a particular culture' (p. 6).  There was 
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not, on his part, '... an acceptance of a point of view which has long taken ascendancy in 
ethnomusicology, that the ultimate aim of our discipline is the understanding of music 
sound alone' (pp. 6-7).  His argument, which declared that music and culture can only 
be separated conceptually but cannot be understood separately, stands as a central tenet 
of modern ethnomusicology.  On the other hand, he argued that the fundamental aim of 
ethnomusicology is '... to understand music' (p. 7).  While Merriam did recognise the 
importance of the cultural context of music, his description of its basic aim referred 
particularly to music, a view to be contested by those who direct equal emphasis to both 
music and its cultural context.   
Marcel-Dubois (1965, cited in Krader 1980) described ethnomusicology in a way which 
encapsulates the theoretical ideal of studying music in its social context: 
Ethnomusicology is closest of all to ethnology, in spite of its obvious features of 
musicological specialization.  It studies living musics; it envisages musical 
practises in their widest scope; its first criterion is to address itself to phenomena 
of oral tradition.  It tries to replace the facts of music in their socio-cultural 
context, to situate them in the thinking, actions and structures of a human group 
and to determine the reciprocal influences of one on the other: and it compares 
these facts with each other across several groups of individuals of analogous or 
dissimilar cultural levels and technical milieu. (p. 275) 
A few years later the musicologist List (1969, cited in Krader 1980) still considered 
ethnomusicology to be the study of traditional musics, but sought to ascribe a 
methodological distinction to it, a distinction which is an important characteristic of the 
discipline.  He emphasised the methodological importance of the researcher doing not 
only the analysis, as had been the practice of some musicologists, but all the fieldwork 
and all the data collection, as well.  Nevertheless List still allowed the possibility of 
musical analysis without a consideration of the music's context (p. 275). 
The anthropological/musicological nexus has been debated by ethnomusicologists for 
three decades.  For instance, C. Seeger's (in Merriam 1964) view that there should be no 
separation of ethnomusicology and musicology is, as we have seen, a theme which 
continues to reflect ethnomusicology's central dichotomy.  Seeger emphasised that any 
study of music which ignored cultural context is incomplete; all musicology is, when 
properly done, ethnomusicology (pp. 6-7).  Merriam regretted that the two disciplines 
continued to trace their separate paths, because where music per se  becomes the sole 
object of study, the scholar's own cultural perspective will be the one which guides the 
assessment of the music (pp. 6-7).  Merriam emphasised that it is the scholar's proper 
purpose to understand the creator's view of his music (p. 31).  An understanding of 
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music culture from the participant's perception - the emic view - is central to the present 
thesis.   
Present day ethnomusicologists continue to reveal in their literature a deep concern to 
overcome the anthropology/musicology dichotomy; Shield (1980), says that there is 
now a '... shift from texts to contexts' and that the practice of analysing the 'easy' bits 
only, the easily perceived and measured acoustic properties of music, is passing (p. 
105).  Yet, warnings that the music itself must not be passed over continue; Kerman 
(1985, cited in Nketia 1989) and Rahn (1983, cited in Nketia 1989) agree with C. 
Seeger (1977, cited in Nketia 1989) that '... no relatively independent academic study 
can be expected to confine itself to the view of a thing in a context to the exclusion of a 
view of the thing itself' (Seeger's emphasis, p. 78).  A. Seeger (1980) said that it is 
ethnomusicology's purpose to unite the two streams under a single heading (p. 7).  
Gourlay (1980) proposed an ethnomusicological model as a potential one for the study 
of all musics, 'For the study of Western 'art' music ethnomusicology offers a method of 
study for all musics'  (Gourlay's emphasis, p. 135).  Titon (1984) has recently offered a 
definition which seeks to resolve the dichotomy.  He argued that modern 
'Ethnomusicology is the study of music in the context of human life'  (Titon's italics, p. 
xv).   
While Titon (1984) acknowledges that ethnomusicologists '... do specialize in music 
outside their tradition, particularly in tribal, folk and popular and oriental music', they 
are also able to study Western art music.  In doing so '... ethnomusicologists extend the 
concept of music itself, from a structure of organized sound (the classic, Western view) 
to that structure surrounded by the human performance context: social, cultural, 
historical' (p. xv and p. 280).  This dissertation lies within Titon's province; I examine a 
Western, urban music culture in its human context.   
Titon's description best reflects modern ethnomusicological practice: non-traditional 
Western musics in their human contexts are now as much the province of 
ethnomusicology as are the musics of tribal or other exotic peoples.   
 
Ethnomusicology and ideology 
Early ethnomusicologists' emphasis on non-Western music cultures was a manifestation 
of their desire to understand human cultures which had hitherto received little scholarly 
attention.  This was a desire shared with anthropologists who sought to understand the 
artistic, economic, technological, linguistic, social and political spheres of traditional 
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cultures.  Ethnomusicologists defended their work on three main grounds.  The first was 
that a study of 'primitive' music would protect 'primitive' cultures from the view that 
they are inferior to Western cultures; the second was that traditional musics should be 
collected and saved in notation or mechanically made recordings so that they would be 
preserved for future study.  Third, the most important and most complex reason for the 
anthropological study of music, lay in the value of music as an aid to the understanding 
of other cultures. 
Nevertheless, Merriam (1964) observed that while anthropology has a list of 
moderately well-defined objectives and that its content is reasonably clear, 
ethnomusicology on the other hand, had (in 1964) even fewer clear parameters and 
purposes than it had in the past.   
Later, Gourlay (1980) proposed that ethnomusicologists should use an interventionist 
approach and seek through their work to improve the lot of people in the society.  He 
calls for '... ethnomusicology with a human face ...', and laments the fact that scholars 
had hitherto been motivated only by (genuine) curiosity, by the attraction of the exotic, 
or by the belief that Western music cultures are research saturated, or by the colonial 
sense of patriotism, rather than from a concern for social development and equity in the 
community studied (p. 123).  Thus Gourlay brought to ethnomusicology a critical 
perspective usually found in the sociology of music.  Currently, North American 
ethnomusicologists practice an interventionist ethnomusicology for which they have 
coined the term 'applied ethnomusicology' (see for instance Hawes 1992). 
More recently Titon (1984) lists the contemporary purposes of the discipline; the study 
of Western art music alone is ethnocentric; students of music in the 1980s are interested 
in all musics as modern communications increasingly facilitate access to them; 
composers now use world musics in their compositions; ethnic communities are 
developing a strong interest in their own cultures and an understanding of their own 
music which '... assists people to locate themselves in a world that is changing at a 
bewildering speed' (pp. xv-xviii). 
My dissertation will assist our understanding of the soldier-musicians and their culture 
and music in the context of an ideologically diverse and changing society.  It is this 
which gives my work 'a human face'. 
 
Musical structure vis-a-vis social structure 
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The relationship of the structure of music to the structure of society has been a 
persistent - and vexed - theoretical theme in post-Second World War ethnomusicology.  
Lomax (1968, cited in Krader 1980) argues that it is possible to demonstrate the 
relationship (pp. 279-280).  McLeod (1974) reviews the literature of this debate; she 
demonstrates that studies undertaken in this area produced inconclusive results. 
Blacking (1974) and Behague (1976, cited in A. Seeger 1980) contend that the process 
is dialectic; musical structure and social structures mould and shape each other.  
Blacking's (1974) study of the relationship of music to culture in Venda society and 
Feld's (1990) study (made in the late 1970s) of the Kaluli people are substantial, and 
examine the relationship at a more profound level than earlier studies.  My study 
includes an exploration of the relationship of military music to the wider army and to 
society.   
A. Seeger (1980) concludes that the existence of structural relationships between music 
and society has been demonstrated by ethnomusicologists, but the problem of 
demonstrating the nature of the relationship and how it varies from society to society, 
remains a major challenge (p. 39).  He cites Behague who asks whether 
ethnomusicology does '... not yet have the analytical procedures to establish 
convincingly [the] relationship between the social context of a piece and its internal 
structure?' (p. 7).  Sociologist of music, Silbermann (1982), is adamant that it is not 
possible to identify such relationships.   
A. Seeger (1980) says that the contemporary ethnomusicologist searches for common 
principles in social organisation, cosmological organisation and musical organisation.  
The degree to which these principles will be congruent in a society will vary according 
to the particular sub-group which will play the music, the degree and kind of musical 
borrowings from other societies, and the musical genre and the context in which it is 
played.  Because thought, feelings and behaviours are on-going, evolving processes, 
choices of musical structure may evolve according to audience sanction and changes in 
society, because: 'Any performance is a conjunction of musical traditions, the 
musician's expertise and variations within a context ...' (p. 10).  A. Seeger (1980) 
concludes that by combining experience and theoretical analysis of both the music and 
the society the scholar attempts to discover how music and society interact.  Similarly, 
Gourlay (1980) says that the: 
Ultimate responsibility lies with the ethnomusicologist not only to record the 
sound, but to observe and elicit through questions and discussion those invisible 
social and mental phenomena which, existing before and after the event, give it 
great significance. (p. 143) 
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Nettl (1989) in an ethnomusicological study of the music of Mozart, acknowledges the 
complexities of the relationship of musical and social structures, especially in modern 
technological societies, but stresses the value of attempting to understand this 
relationship.  He says that:  
The point is that in looking at the popular conceptions of a population of 
musicians, ferreting out myths from various sources, we can learn about the 
relationship of the musical system to the rest of culture. (p. 8) 
The relationship of a music's structure to that of its community is an important area of 
study for contemporary ethnomusicology, and a focus of my dissertation.  I have sought 
to understand the significance of the sounds of the Kapooka Band by observing visible 
phenomena, and reflecting on invisible social and mental phenomena which provide 
contexts for the sounds.  Military band music cultures have rich implications for the 
study of musical and social relationships; military music is designed for use in a 
particular ceremony in particular places at particular times for particular purposes.  It is 
played by specially designated people.  Thus the music and the ceremony have clear 
parameters which are clearly defined by the participants themselves.  There are fewer 
unpredictable, external intrusions to be considered in a study of performance in this 
musical community than in most others. 
 
Context-sensitive ethnomusicology 
In my dissertation I accept as axiomatic that music is always context-sensitive; my 
research explores the relationship of a particular music to its particular contexts. 
C. Seeger (1982) identified developments which will lead to the eventual need for only 
one musicological discipline, with two identifiable streams.  The first stream will focus 
on music itself and the second on music in '... its cultural context as one of quite a 
number of other contexts, physical, mathematical, logical, philosophical, aesthetic, 
moral, economic, political, religious' (p. v).  McLeod & Herndon (1980b) and, 
especially, Nketia (1990) develop this theme.  Nketia's paper articulates the 'context-
sensitive' ethnomusicological basis of my study.  McLeod & Herndon use the term 
'context-sensitive' to elaborate the fact that small scale human activities are related to 
large scale ones.  McLeod & Herndon's and Nketia's context-sensitive ethnomusicology 
is a recent, discipline-based development, which is underpinned by the traditional, well 
established social science philosophies of Verstehen and phenomenology  which are 
presented in chapter 5 as the philosophical bases of my dissertation. 
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Nketia's (1990) work is a comprehensive, profound and contemporary '... critique of 
context and contextualization, using the holism of C. Seeger as a springboard ...' (p. 75).  
Nketia considers context as a strategy, and proposes the process of contextualization as 
an analytical tool.  He recognises that 'The paths to contextual understanding of music - 
a common goal of ethnomusicologists - are literally many ...', and that ethnomusicology 
is enriched as it draws perspectives from cognate disciplines (p. 95).  Nketia proposes a 
process of contextualization as a valuable analytical and evaluative process which takes 
participant observation work beyond the descriptive level and enables scholars to clarify 
how people conceptualize the music of their culture (p. 85).  A context, Nketia says, is:  
... any setting or environment - be it physical, ecological, social, cultural, or 
intellectual - in which an entity or a unit of experience is viewed in order to define 
its identity or characteristics as well as its relations in comparison with other 
entities or units of experience. (p. 81) 
In summary, Nketia's argument is that: 
... the ultimate goal of the contextual approach is to facilitate the exploration of 
meaning in music beyond descriptive analysis which, in such studies, would be a 
means to an end in itself.  It is based on the assumption that ethnographic 
description, analysis, and interpretation of music events approached from the 
perspective of context should lead to a richer and more dynamic view of a music 
culture than other approaches that do not integrate contextual considerations into 
the analysis. (p. 79) 
Nketia argues that ethnographic strategies are important to context-based 
ethnomusicology (pp. 85-89).  In chapter 5 I review the ethnographic strategies of 
participant observation and ethnographic interviewing as I use them in this study. 
McLeod & Herndon (1980) ascribe two dimensions to the concept of context; the first is 
the event itself and the totality in which the event is located.  The second is the 
interweaving of these parts.  For musical events there are a number of kinds of context; 
there is the performance sequence in which the event is placed, the geographic location, 
the time and place, the aesthetic context, the stylistic context, and the context of the 
human mind.  The context of human cultural activities delimits what is right and wrong 
behaviour in that context.  The stylistic context determines the kinds of musical 
utterance that will be acceptable in a performance.  When contextually determined 
stylistic parameters are not met, adverse judgements of the music and the musicians 
may follow (pp. 178-184).  McLeod & Herndon suggest that in order to set boundaries 
for a study it will be useful to consider, '... the desirability of including whatever may be 
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necessary to the understanding of music within a given context' (p. 198).  Their 
argument that the most useful practice is to consider the interweaving of all the cultural 
factors, to place music among the other contexts provided by the culture, has provided a 
parameter to my study.  In order to divert scholars from the pitfall of considering the 
music in isolation, they propose the concept of context-sensitive research because 
context leads to the delineation of boundaries; the broader physical, social, cultural and 
linguistic limitations and the specific limitations of a specific performance at a 
particular occasion.   
Ethnomusicologists' attempts to study music and its contexts have paradoxically, led 
sociologist Becker (1989) to argue that ethnomusicology's great weakness is its attempt 
to describe and analyse music, and to consider every aspect of its context, thus 
spreading its resources too thinly and failing to address any one aspect properly.  While 
Becker's comments do identify the Achilles' heel of the discipline, the most successful 
ethnomusicological studies address this problem by adopting specific foci.  In this 
present study, I take as my specific focus the construction of the world view of the 
soldier-musicians.  
 
Theory and method in ethnomusicology 
My dissertation is an ethnomusicological study, yet it takes its philosophical 
underpinnings and methodology from the interpretive tradition of the social sciences.  
In this respect it follows ethnomusicological theoretical and methodological precepts.  
Ethnomusicologists have employed a diverse range of theories and methods as they 
seek to understand music as human activity.  In fact ethnomusicology's distinctive 
nature stems from its concepts and precepts about the study of music as human activity, 
rather than from the adoption of a distinctive theoretical and methodological paradigm.  
Because contemporary ethnomusicology concerns itself with all kinds of musics and 
their contexts: 
 ... ethnomusicologists borrow insights from sociology, anthropology, criticism, 
and history to understand music as human expression.  Conceived thus, 
ethnomusicology combines elements of the fine arts, humanities, and social 
sciences. (Titon 1984, p. xvi)  
My work borrows from the social sciences as I seek to strengthen its philosophy, theory 
and method.  Before I review some literature of current research theory and method in 
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ethnomusicology I will consider the positivistic research paradigm which prevailed 
until recently. 
 
A positivistic paradigm 
Merriam's (1964) model, developed at a time when the positivism of the natural 
sciences held sway in most kinds of research, is based on the premise that 
ethnomusicology should be more scientific than artistic.  Merriam's method is that of 
social science while the subject matter belongs properly to the humanities; 'The 
ethnomusicologist is sciencing about art,' he wrote (p. 25).  Merriam argued for the 
adoption of a scientific method which employed the use: 
 ... of hypotheses, the control of variables, the objective assessment of the data 
gathered, and the grouping of results in order to reach ultimate generalizations 
about music behaviour which will be applicable to man rather than to any 
particular group of men. (p. 37) 
Merriam (1964) proposed that theory, conceptual framework, and method in 
scholarship are part of an integrated whole (p. 43).  He developed theory and method 
for ethnomusicology which he based on those of anthropology and musicology and he 
made the judgement that the best ethnomusicological studies are those which make 
such a juxtaposition; this in fact is the wider theme of his work.  Merriam's framework 
is explained at three analytical levels.  These are conceptualisation about music, 
behaviour in relation to music, and musical sound itself.  These levels arise from 
behaviour; the physical behavior of the musicians, the social behaviour of them and 
their audience, and the verbal behaviour of both.  'It is through behaviour, then, that 
musical sound is produced; without it there can be no sound,' he wrote (p. 32).  In using 
behaviour as the central concept, Merriam expects the researcher to be drawn toward 
the study of music in its social context.   
 
An ethnographic paradigm 
While Merriam's work is conceptually challenging and a keystone in the study of 
music, it remains a product of the prevailing positivistic scholarship of its time.  I 
believe that a study of musical behaviour, as proposed by Merriam, is better served by 
the qualitative, ethnographic methods I used in my research as these provide a means by 
which the holistic nature of music and human experience can be sensitively examined.   
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A collection of six essays in ethnomusicology edited by Herndon & McLeod (1980a) 
support my belief. The collection is prefaced and concluded by chapters in which the 
editors address theoretical and methodological problems and analyse the essayists' 
approaches to these problems.  The editors show that the essays collectively propose 
and describe an ethnographic approach to the study of musical performance, an 
approach they see as essential in the development of ethnomusicology.  The six 
essayists share a common interest in the performance of music and the role of 
performance in relationship to other aspects of a culture.  The editors write that 'Our 
basic assumption is that musical performance can be viewed through the application of 
rigorous ethnography' (p. 6).  My study rests in part on this assumption; performance is 
a central focus of my research and I view performance through the ethnographic 
strategies of participant observation and ethnographic interviewing. 
The anthropological maxim that the researcher should view the culture being studied 
through the perceptions of the participant (the emic view, as opposed to the etic view, 
which sees the culture from the perspective of the researcher's theories) is one shared by 
ethnomusicologists (see for instance Herndon & McLeod 1980, p. 4; and C. Seeger 
1959, p. 102).  In order to become musical 'insiders', to understand something of the 
emic view, ethnomusicologists become participant observers; they learn to perform the 
music of their subjects.  In this way, the researcher learns not through language but 
through performance (Krader 1980, p. 280).  Gourlay (1980) suggests that participant 
observation is an essential tool of ethnomusicology (p. 136).  Studies by Feld (1990), 
Kingsbury (1988), and Finnegan (1989) are contemporary context-sensitive 
examinations of the experience of music and culture.  Feld's and Kingsbury's participant 
observation research presented an 'insiders' view of life in a New Guinea tribe and an 
American conservatory respectively.  Finnegan observed community music making in 
the English city of Milton Keynes.  These studies, together with the sociological work 
of Roberts (1993, 1991a, 1991b) are the best models we have of context-sensitive 
studies of music cultures.  
In my research I, like Kingsbury (1988) especially, employed musical skills to 
experience a Western music culture, musicological skills to describe the music, and I 
sought to develop an anthropological emic understanding as I reflected on the music in 
its context. 
 
The sociology of music 
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Because I have adopted a modified grounded theory research design drawn from 
sociology for the collection, analysis, and interpretation of data, and as sociology of 
music has much in common with ethnomusicology, I will review the literature of the 
sociology of music and its implications for the present study.   
The parameters of the sociology of music are less clearly delineated than those of 
ethnomusicology.  Blomster (1976) says that it is a discipline racked by disagreement 
and confusion '... even on such basic matters as subject matter and methodology' (p. 82).  
It is, he writes, characterised by '... chaos and cacophony' (p. 111).  White (1987) says 
that because of the paucity and the diversity of work done in the area the discipline has 
an '... elusive anonymous character' (p. 1). 
Keller (1976) says that  sociologists of music have had difficulty in maintaining their 
discipline's identity because they compete in large part with musicologists and 
ethnomusicologists.  Keller asks whether the sociology of music should be considered a 
separate discipline, a duplicate of ethnomusicology, or a marginal area of sociology.  
While Keller does not answer his own question, he does make a comparison of 
ethnomusicology and the sociology of music.  He identifies four streams in the 
sociology of music.  The first is based on the work of Adorno to which I will return in a 
moment; the second follows that of Weber (in which the impact of social factors on the 
technical structure of music is studied); the third is socio-historical (in which the social 
history of music adds breadth to historical musicology) and the fourth is an empirical 
stream (in which broad social trends such as musical taste and repertoire are quantified) 
(pp. 169-174).  He concludes that: 
All of [the adherents to these four streams] have something in common, regardless 
of professional affiliations: they developed intellectually without anthropological 
experiences. (p. 174) 
While ethnomusicologists traditionally spend significant amounts of time in field work 
none of the prominent sociologists of music have used this method. 
 
The sociology of music versus ethnomusicology 
While my study, with its focus on a particular, clearly bounded music ensemble, is 
essentially ethnomusicological, it has sociological implications, especially in its 
consideration of the dialectic between military music and the Australian social ethos. 
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The sociology of music shares some characteristics with ethnomusicology; both 
disciplines study music in social contexts; both reject the practice of studying music in 
isolation from context; both have a concern about the dichotomy between music-centred 
studies and context-centred studies, though the sociology of music clearly favours 
context-based studies.  Those sociological studies which are music-centred differ from 
those of ethnomusicology in that they examine those characteristics which are available 
for examination by non-musicians; the content of lyrics, social experience and aural 
factors.  The context-centred stream is particularly interested in the aspects of labour 
and the production of music on recordings and in situ.  White (1987) sees a place for 
both streams of study but does call for more studies of the second kind, as these are 
particularly few in number (pp. 1-2).  Etzkorn (undated) writing in the 1970s says that 
most sociologies of music to that time tell more of the social groups than they tell of the 
music itself (pp. 45-46).  This remains true; the emphasis in the sociology of music is 
directed towards an understanding of society, rather than of music (Dasilva et al. 1984), 
or we might add, particular music cultures. 
There are certain qualities discernible in the sociology of music which distinguish it 
from ethnomusicology.  The first of these lies in its essentially German historical 
antecedents.  Del Grosso Destreri (1990) cites Marcuse who explained that the 
sociology of music began with Hegel and has been 'revived' by Simmel, Schutz and 
Adorno (p. 19).  Adorno's work dominated the area for thirty years to 1970 and he is 
regarded as the founder of the modern manifestation of the discipline (Del Grosso 
Destreri 1990, p. 81).  Adorno's work as a philosopher, sociologist of music, composer 
and director of the Frankfurt Institut für Socialforchung  is generally acknowledged as 
central to the development of the sociology of music (see, for instance Middleton 1990, 
and Boehmer 1980).  Middleton stresses the importance of Adorno's insistence on the 
study of music in its the contextual setting (p. 61). 
Del Grosso Destreri identifies two streams in the sociology of music; the first is 
philosophical and investigates the '... essence of music and its presumed inner meaning 
for people' (p. 19).  The second is a more politically oriented stream which studies 
'positive' aspects of music such as the fostering of brotherly love, the relaxing of 
workers and the therapeutic value of music (p. 19).   
Dasilva, Blasi & Dees (1984) see the sociology of music as a means by which people 
might understand themselves and their society in order to combat what they call 'social 
superstition' and thus enable people and societies to function rationally (p. 2).  Among 
the main topics for chosen study by Dasilva et al. are music as a social activity, the 
sociological bases of 'taste' in music, cultural relativity in music, the role of conductors, 
  29 
players and audience, musical institutions and the costumes of performers.  They base 
their exposition of the sociology of music on the premise that both music and society 
can only live in the lives of people; music is a subjective experience and cannot usefully 
be studied in isolation from its social context.  As contexts change, so too do musics. 
It is Keller's (1976) comparison of the two disciplines which has the clearest 
implications for the present study.  This comparison is summarised in table 1.  
Ethnomusicology is now fundamentally a North American discipline while the 
sociology of music is European.  Ethnomusicology is anthropological in character, 
while the sociology of music has its roots in sociology.  Ethnomusicologists use 
participant observation as a matter of course, sociologists of music usually do not; this 
is because the founders of ethnomusicology were amateur musicians, whatever their 
profession.  Comparatively few sociologists of music have music performance skills.  In 
summary, 'The sociology of music differs from ethnomusicology in much the same 
fashion as sociology differs from anthropology' (p. 175). 
The sociology of music distinguishes itself from ethnomusicology in its single concern 
for music in our own contemporary, technologically advanced Western societies and 
particularly by its critical and interventionist nature. 
Its subject matter is often that of popular culture.  Critical sociologists base their work 
on the Marxist premise that the scholar should attempt not only to study the world but 
also to change the world.  On the other hand, ethnomusicologists, like other kinds of 
anthropologists, have sought to retain a detachment from the society they study.  It is 
not my purpose in this dissertation to be either critical or interventionist; it is my 
intention to experience, describe, and reflect.  
 
Table 1: ethnomusicology v. sociology of music(after Keller, 1986) 
 
 
 Ethnomusicology Sociology of Music 
 
  
 founders were amateur musicians  founders were sociologists and scholars 
 
 founders had anthropological experience founders had no anthropological experience  
 
 participant observation normal uses little participant observation 
 
 studies small-scale phenomena studies large-scale phenomena 
 
 focus is on culture focus is on society 
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 studies music-cultures in particular   studies particular societies only when socially 
  relevant 
 
 North American tradition European (especially German) tradition 
  
 empirical focus theoretical focus 
 
 few political overtones strong political overtones 
  
 makes no value judgements about music  makes some value judgements about music 
 
Studies in the sociology of music 
The sociology of music has  generated a smaller body of literature than that of 
ethnomusicology.  Of this literature, studies of specific musical communities constitute 
a sociological context for my own research.  White (1987) identifies a number of such 
studies, and identifies Becker's (1951) study The professional dance musician and his 
audience, in which Becker is concerned with musicians' attitudes to work, aesthetic 
objectives and the relationship of musicians and audiences, as the seminal one (White 
1987, p. 1).  White lists four unpublished PhD theses which study musical communities; 
these are by Etzkorn (1959), Schockett (1964), Delcour (1967) and Faulkner (1968).  
He cites studies (see for example Shepherd, Wishart, Virden, & Vulliamy 1977, and 
Harker 1980) which are particularly noteworthy for their exploration of the relationship 
of musical structure to social structure (p. 2).  To this list of community studies we can 
now add the research of Roberts (1993, 1991a, 1991b) who studied music education 
student experience in Canadian University Schools of Music.  I share with Roberts an 
interest in the institutional contexts of musical experience and the use of ethnographic 
approaches to the study of music in these contexts. 
While much writing about jazz and rock, and popular music discusses music in its social 
context, much of it is anecdotal and of little value to scholars.  There is, however, a 
body of writing which makes academically sound attempts to consider the place of jazz 
in society.  Lewis (1987) for example, discusses modern jazz in relation to its context.  
While the article is convincing because it relates changes in the music to changes in the 
society, Lewis does not say what it is in the music which reflects the society.  White 
(1987), a professor of sociology who has conducted participant observation research as 
a semi-professional jazz drummer, argues that research into music in society need not 
be characterized by the researcher's participation in musical performance with the 
subjects.  He argues that it should not be mandatory as it limits research to those with 
special music skills.   
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Lewis cites works by Jones (1963, cited in Lewis 1987), Kofsky (1969, cited in Lewis 
1987) and Sidran (1971, cited in Lewis 1987) as '... sociologically sophisticated 
attempts to connect the musical evolution of jazz with changes in social relations and 
black and cultural consciousness' (pp. 33-34).  Gilmore (1987) examines collaboration 
among musicians and between musicians, composers, performers and other music 
professionals in New York's concert world.  Sociological theory and the organisation of 
the concert world from the perspective of the sociology of organisations are the central 
focus points of her work.  Her interest is clearly directed to sociological rather than 
musical questions. 
 
Small, Kingsbury, Finnegan and Roberts 
Contemporary context-sensitive ethnomusicological work is represented by Feld (1990) 
and Kingsbury (1988) and sociology of music by Small (1979b), Finnegan (1989) and 
Roberts (1993, 1991a, and 1991b).  Feld's study of 'birds, weeping, poetics and song' in 
the Kaluli tribe of New Guinea is a model of an holistic sound-centred cultural study, 
Kingsbury's book is a fine-grained analysis of life in a single music conservatory, 
Small's work is a critique of the ritualisation of the symphony concert, Finnegan paints 
a broad ethnographic picture of the many musical communities in the English city of 
Milton Keynes, and Roberts identifies and describes power relationships in Schools of 
Music.  Small's work is essentially a philosophical critique, Feld's and Kingsbury's 
studies are penetrating participant observation analyses, and Roberts provides an 
interventionist sociological study of music in that he intends it as a basis for the 
improvement of the work of the music schools.  Finnegan describes the characteristics 
of musical communities such as choral societies, country and western groups, jazz 
clubs, amateur orchestras and even the community of people who listen to music in their 
own homes.  Her work is notable especially for its study of the overlapping which 
occurs between apparently discrete, and even antipathetic, music cultures. 
Small's (1979b) study informs my dissertation in two ways.  Firstly there is his 
consideration of a Western 'art' music event as a ritual.  Here Small considers a 
European performance from an ethno-neutral perspective.  Secondly, military music 
making usually takes place in ceremonial ritual contexts.  A reading of Small's 
perceptive analysis of unconscious ritual in music making complements a reading of my 
description and analysis of overtly ritualistic music making. Small argues that just as 
'primitive' societies, and our own culture in earlier times, demonstrated a strong sense of 
the ritual preservation of the mythologies of various subgroups, so too does our present 
society, despite our attempts to divorce ourselves from our cosmological worlds.  He 
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shows how the nature of the building in which the symphonic performance takes place, 
its location, transport arrangements to and from it, and its internal arrangement all affect 
the ritual nature of the performance and that the performance in turn affects the nature 
of the building.  He analyses, as ritual, the behaviour of the audience, the musicians, the 
conductor, the cleaners and the management staff and the hierarchy among them as they 
concern themselves with the production of music as an industrially-produced cultural 
artefact which carries symbolic meaning for all participants and for the wider 
community.  This dichotomy will prevail, Small argues, as long as concert programmers 
persist in choosing the familiar work of deified, deceased musical heroes of the past.  
An important characteristic of military ceremonies is their use of music which is very 
familiar to its audience and which is linked to deified events, places, and identities of 
the past. 
While I demur from Small's contention that the ritual dimension of concert attendance is 
of greater interest than the music itself, I agree that ritual behaviours are an important 
component of the experience.  On the other hand, military ritual behaviour provides a 
context without which military music would be meaningless 
 
Summary 
My study draws on a range of disciplines; the contributions of sociology, anthropology, 
military studies, history, and musicology are evident.  Its true scholarly location is, 
nevertheless, that of ethnomusicology, the discipline which takes the study of music in 
the context of human society as its purpose.   
To plot this scholarly location I have reviewed the evolution of 'comparative 
musicology', from its beginnings just over one hundred years ago, when its concerns 
were the study of non-Western musics, or the 'science of exotic music', to 
ethnomusicology's current concern for the contextual study of all musics.  Because the 
sociology of music is a discipline which has much in common with ethnomusicology, I 
compared the two disciplines in order to support my argument that ethnomusicology is 
the appropriate location for my study. 
Ethnomusicology draws principally on anthropology and musicology to facilitate an 
understanding of music, as a human artefact which can only be properly understood as 
one of humankind's most powerful symbol systems.  It is not possible to understand 
symbol systems without understanding their significance to people. 
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Ethnomusicologists completed something of a U-turn when they adopted the view that 
all musics - including European 'art' musics - should be studied in their human contexts, 
that is, when they eschewed geographical parameters and adopted philosophical ones.  
Although the abandonment of this Eurocentric view is not yet complete, the changes are 
enabling Western music to be brought into ethnomusicology's ambit of study and is thus 
narrowing the distinction between musicology and ethnomusicology.  Despite this 
coming of age, there are to date comparatively few ethnomusicological studies of 
European music.  My dissertation contributes to the ethnomusicological debate by 
offering a comprehensive, context-sensitive, understanding of a traditional Western, 
urban music culture, as it is in a provincial Australian city in the early 1990s.   
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CHAPTER 3 
THE MILITARY CONTEXT: LITERATURE REVIEW 
 
Introduction 
In chapter 1, I posited the thesis that the military context and their work as musicians, 
are the two factors crucial to the development of the world views of soldier-musicians.  
The military context, with its peculiar ethos, organisational structure and traditions, and 
the traditions of military bands in particular, is the institutional setting in which military 
music is made.  It is important then to survey the literature which pertains to these 
categories.  This literature is found within the provenances of the sociology stream of 
military studies and the history of military bands.  The literature of military sociology is 
the subject of this present chapter.  The history of military bands will be discussed in 
chapter 5. 
 
Overview of military studies 
It is axiomatic that the military is one of society's most important institutions.  
Supporters of the military, and their most trenchant critics, would agree that the military 
makes enormous demands on the public purse; that it is a major element in the nation's 
economy; that its images are among the most widely broadcast in the Western world; 
and that the military is a major topic of philosophical discourse in society.  Giddens 
(1989) describes the vast amounts of the world's wealth which is devoted to defence 
expenditure; by 1985 world military spending had reached 663 billion dollars per year 
(SIPRI 1986, in Giddens 1989, pp. 368-369), or nearly 100 million dollars per hour.  
The proportion of total government spending on the military in mid-1980s for West 
Germany was 3.3%, Britain 5.4%, and the United States 6.6% (SIPRI 1986, in Giddens 
1989, pp. 368-369).  In 1992 Australia spent $9.62 billion dollars on defence, from a 
GDP of $392.88 billion (ISS 1994, p. 149).  
The values, beliefs, skills and activities of people, rather than matters of technology, are 
at the core of discourse about the military.  For the military establishment, the qualities 
of its personnel are central to its ability to fulfil its objectives; for governments it is the 
quality of military personnel, and the resources allocated to them, which occupy its 
attention and a large portion of its budget; for service personnel themselves it is the 
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quality of work colleagues, the quality of their training and the generosity of their 
remuneration which are vital to the quality of their existence; and for the public 
philosophical discourse about the military, it is the questions about the human aspects of 
military work which absorb attention.  Despite this overwhelming importance of the 
human aspects of the military to society, there is a paucity of research on issues about 
the social nature of military life.  Such studies constitute only a small portion of the 
literature of military studies. 
Military sociology began to emerge as a discipline in the 1960s; prior to that 
sociological studies were made in direct response to particular wars.  This was 
particularly true in relation to World War II (Lang 1970).  In a review of the 
development and status of military sociology as a discipline Dobratz & Kourvetaris 
(1977) say that military sociology has not yet earned '... a broad base of academic 
legitimacy and institutionalisation ...' and suggest that this may be because the academic 
environment is largely anti-military and also because of what they term the semi-closed 
nature of the military (p. 4).  Dobratz & Kourvetaris argue that most studies in the area 
adopt a structuralist orientation, and that few studies show evidence of methodological 
rigour.  There is a dearth of studies on the ethical and moral implications of military 
activities which, by their nature, would seem to demand philosophical examination; 
topics like bombing, espionage, invasion, military regimes and repression (p. 31).  A 
review of the literature since Dobratz & Kourvetaris's 1977 study reveals little growth 
in the quantity of philosophical studies of the military. 
There has been relatively little attention given to matters of human-resource 
management at either the operational level or in military research.  This neglect, 
according to Withers (1979) is reflected in the paucity of articles on these matters in the 
journal for which he is writing, the Pacific Defence Force Journal.  This paucity is 
reflected in the wider international military literature. 
Segal (1986) perceives a need for more studies designed to enhance our understanding 
of the communal nature of the military.  He laments the dearth of community studies 
and the increase in studies which use survey methodologies in military literature.  While 
survey work can measure an individual's '... attitudes, motivations, or perceptions of 
military organizations ...',  he senses that there will be: 
an increase in ethnographic research as military manpower, personnel, and 
medical research communities become increasingly sensitive to the family and 
community components of military organization and effectiveness. (p. 370) 
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The next section of this chapter identifies the main themes discussed in the literature of 
military sociology and concludes with a focus on the Australian literature in this area. 
 
Themes in military sociology 
The sociological themes which pertain most directly to the present study are those 
which examine the army as a major institution; the military ethos; the military 
personality; and the military and its relationship to society.  These themes provide a 
sociological context within which to examine the activities of the Kapooka Band.  The 
first theme to be examined in this section is that of the military as an institution.  This 
examination has as its focus the dichotomy encapsulated in two main military models.  
The first of these models sees military service as a 'secular religion', while the second 
argues that the military is becoming more like civilian organisations. 
 
'Secular religion' or mirror of society? 
Hogan (1989) identifies two divergent models of military organisations in the literature 
of military sociology. The first of these centres around the work of Samuel P. 
Huntington who articulated the view that the military should be set apart from society; 
that it should have its own values, and its members should be committed to the 
profession of arms as a calling, rather than simply regarding their work as a job.  This 
model proposes that the military profession should be isolated from the mainstream of 
society, and should not concern itself with the politics of the nation it serves.   
The second school finds its focus in the work of Morris Janowitz (1960) who proposes a 
'convergence theory' which says that the military and large civilian organisations are 
becoming more alike, with a 'narrowing skill differential' between military and civilian 
elites.  As military forces move away from structures characterised by autocratic 
domination, they are moving towards greater degrees of negotiation and consensus 
within their organisation.  They are becoming increasingly integrated into the states they 
serve, and contribute to the decision-making process in society.  Janowitz (1960, cited 
in Tromp 1971) identifies a new, emerging, kind of 'military manager' whose values 
will include initiative, continuous innovation, interactionism rather than ethnocentrism, 
and a rejection of 'disciplinarianism'.  He argues that 'The new doctrine seeks to deal 
with human factors in combat and large scale organizations in a manner conforming to 
contemporary thought on human relations' (p. 362).  Janowitz's model for the military is 
a much more socially and politically active one than Huntington's.   
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Huntington's The Soldier and the State (1957) and Janowitz's The Professional Soldier: 
A Social and Political Portrait (1960) are central texts in military sociology.  Hogan 
(1989) describes the work of Moskos (1977) as a reflection and development of that of 
Janowitz.  Nelson (1985, cited in Hogan 1989) argues that, although Moskos is writing 
about the military of the United States in particular, the Australian and US militaries - 
especially since the Vietnam War - are very similar in most sociological aspects.  
Similarly, Pratt (1982, cited in Hogan 1989) believes that the results of attitudinal 
surveys of service people in the US would also apply to Australia (p. 194).  Hogan 
(1989) says that the Australian military services were modelled on those of the United 
Kingdom, which were traditionally of the Huntington type, but have moved towards the 
Janowitz model.  Because the Australian Defence Forces operate in a social context 
influenced to a great degree by North American culture, and because they have worked 
with the United States military in Vietnam; in peace time training exercises; in the 
Persian Gulf confrontation with Iraq (1991); and in the United Nations' Operation 
Restore Hope in Somalia (1993); Hogan's views would seem to be substantiated.  An  
examination of Janowitz's and Moskos's work shows that Hogan's contention that the 
US literature on the sociology of the military will hold true for the Australian services, 
may, at a general level, be accepted.  Huntington's 'secular religion', or institutional 
model (in which service work is seen as a calling which demands a high degree of self-
sacrifice, and a trust in an institutional or paternalistic concern for their welfare and 
security), has moved towards a more politically and socially aware profession.  Yet 
defence forces generally remain highly structured organisations with authoritarian, 
rank-based hierarchies.   
 
Institution or occupation? 
Charles Moskos (1977) presented an analysis supporting the view that the services are 
becoming evermore responsive to the society in which they are placed; Western defence 
force profiles are becoming more congruent with the model described by Janowitz.  
They are, Moskos argues, moving from Huntington's 'institutional model' to what 
Moskos called an 'occupational model'.  A decade later the 'O/I thesis', had become well 
established in military studies.  Moskos, and a colleague (Moskos & Woods 1988) now 
claimed that the thesis had become the main counterbalance to the prevailing 
'econometric mindset' that dominated the discussion of those who controlled the 
finances of the military in the USA.  This is evidenced by the fact that the thesis had 
been tested more than thirty times and found to be credible (p. 5).  
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In an institutional model the members view their work as a calling rather than simply an 
occupation.  Here the interests of the organisation transcend those of the individual, the 
members feel that they are pursuing a cause higher than their own interests.  The 
services and their members are separate from the mainstream of society. 
The drift from the institutional model to the occupational model provides a framework 
within which social phenomena in the military can be more clearly examined.  Moskos 
(1977) argued that:  
Military service traditionally has had many institutional features.  One thinks of 
the extended tours abroad, the fixed terms of enlistment, liability for 24-hour 
service availability, frequent movements of self and family, subjection to 
military discipline and law, an inability to resign, strike, or negotiate over 
working conditions.  All this is above and beyond the dangers inherent in 
military manoeuvres and actual combat operations.  It is also significant that a 
paternalistic remuneration system has evolved in the military corresponding to 
the institutional model: compensation received in non-cash form (e.g., food, 
subsidized consumer facilities on the base, payment to service members partly 
determined by family status, and a large proportion of compensation received as 
deferred pay in the form of retirement benefits. (p. 42-43) 
Moskos (1977) cites literature which likens traditional military academies to seminaries 
(p. 43).  In these academies, the student service person, in a priest-like manner, learns to 
place the interests of their service above personal interests. 
The emerging occupational model, on the other hand, embodies notions of self-interest 
which are often the province of trade-unions.  Moskos (1977) says that 'Traditionally, 
the military has sought to avoid the organizational outcomes of the occupational model' 
(p. 43).  The report of the President's Commission On An All-Volunteer Force  of 1970 
- the 'Gates Commission' - recognised this change.  It said: 
Instead of a military system anchored in the normative values of an institution, 
captured in words like 'duty,' 'honour,' 'country,' the Gates Commission explicitly 
argued that primary reliance in recruiting an armed force should be monetary 
inducement guided by marketplace standards. (p. 44) 
In 1986 Moskos (1986) revisited his earlier work to monitor developments in the 
sociology of the armed forces.  He contends that the contemporary military continues to 
display characteristics of both the institutional and the occupational models, but that the 
military is continuing to move towards the latter model. Two years later Moskos & 
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Woods (1988) edited a set of papers delivered at an International Conference on 
Institutional and Occupational Trends in Military Organisation.  In one of these essays 
Moskos (1988) suggests that the trend towards occupationalism had been reversed and 
that a move back towards institutionalism could be detected in the 1980s though O/I 
trends do vary from country to country and across the armed services.   
Broadbent (1982) argues that the military - he is writing of the Canadian army in 
particular - should reflect societal change.  He says that the services cannot function 
effectively if they are isolated from society and function as a secular religion.  He 
believes that a concomitant trend to greater reliance on personal initiative rather than 
unquestioning obedience to authority is essential in the modern armed force '... society's 
values will, in most cases, be the dominant force, particularly in peacetime' (p. 25).  
Hogan's (1989) account of the development of 'collectivism' in the Australian Defence 
Forces reflects the move identifiable in the US and Canadian models towards the 
occupational model.  The use of collective action in negotiations designed to protect the 
interests of groups of people with common interests manifested itself in the 
establishment of the Armed Forces Federation of Australia (ArFFA) in 1984.  Lawrence 
(1986, cited in Hogan 1989) describes the work of ArFFA thus: 'Federation, association, 
organization or under any other name ArFFA represents the traditional aims of trade 
and professional unions' (p. 192).  Hogan argues that the move to collectivism and the 
establishment of ArFFA is the result of a natural progression in military history which 
has resulted in the establishment of service organisations with the characteristics of 
trade unions in many European countries.  Some of the modifications achieved by this 
collectivism in Europe include a forty-hour working week, pay for overtime, abolition 
of the need to salute officers, relaxation of hair length regulations, abolition of brass 
shining and the adoption of voluntary reveille.  The effects of these changes on 
operational efficiency, Lawrence (1986, cited in Hogan 1989) concludes, are not clear 
(p. 194).  Hogan (1989) argues that junior officers in the contemporary Australian army 
are now attracted to the profession by the prospect of the educational and other self-
development opportunities offered.  Middle-aged soldiers look to the army for family 
welfare and security (p. 7).  The traditional values of the services are deliberately 
fostered by the army.  Conversely, as the army moves more towards the professional, 
volunteer model proposed by Janowitz, soldiers seek rewards which are akin to those 
offered by civilian employment.  A concurrent trend, according to research conducted 
by Beam (1973, cited in Tuckett 1975), shows that only one service person in five 
performs military work which has no direct parallel in civilian life; and many army 
tasks are performed by civilian employees.  Short-term personnel enlist in order to 
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move towards longer-term goals outside the services (p. 9).  While patriotism and self-
sacrifice for the nation still motivate soldiers they seek rather: 
... the services' potential to increase an individual's human worth by training him 
and giving him an opportunity to find self-development whilst at the same time 
providing for his security needs (p. 190). 
As trends towards the occupational model continue to work in opposition to traditional 
military values, there is evidence in the military literature of a constant tension between 
tradition and change in the forces.  For instance, even though there has been an 
acceptance in the Australian army of an element of collectivism, the establishment of 
ArFFA had to be approved by the Australian Defence Forces, and ArFFA, despite its 
brief to protect the working conditions and remuneration of service personnel, itself 
continues to abjure the right-to-strike.   
Discourse on the tension between institutional models and occupational models in 
Western militaries raises questions about the nature of the fundamental spirit, the ethos, 
of military cultures. 
 
The military ethos 
Cotton, a Canadian Lieutenant-Colonel, was asked to formulate an 'ethos statement' for 
the Canadian Forces.  In a report on this task Cotton presents the view that a military 
ethos is to be found in the individual members of the military, rather than in the 
institution itself.  The ethos embodied in people then pervades the institution.  Cotton's 
statement focuses on the concepts 'Pride', 'Concern', and 'Commitment', qualities which 
he identified as desirable in the personality of all service personnel and which, in turn, 
would generate the ethos he believed desirable in the services (Cotton 1982). 
Broadbent (1982) argues that the services need to change in response to change in 
society, but identifies characteristics of an ethos common to armies in all times and 
places.  This military ethos provides an underlying and unifying spirit which 
characterises the context in which all army units, including the Kapooka Band, function.  
An examination of this ethos is therefore important to our understanding of the 
institutional context of the band.  Broadbent writes: 
What is the military ethos?  It may be argued that it is founded on the concept of 
service to the nation and on the principle of placing one's service before oneself to 
the point of assuming an obligation of 'unlimited obligation'.  It calls for courage, 
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loyalty, discipline, leadership, and competence in the management and application 
of violence.  Such concepts and ideals coalesce into the characteristic spirit or 
ethos prized by an efficient military force anywhere in the world at any time in 
history. (p. 25) 
Rhetoric in the Western military tradition plays an important role in the construction of 
a military ethos.  This rhetoric grows from an ancient tradition.  In Thucydides' (1954) 
account of Pericles' Funeral Oration to the Athenians in the winter of 430-431BC, the 
Athenian general listed the characteristics of fine soldiers, democratic societies and the 
military ethos.  Pericles listed the soldierly values as bravery, gallantry, manliness, 
valiance, and patriotism.  Pericles reassured the people that their sons and fathers who 
had been killed in the first year of the Peloponessian War had died while defending 
worthwhile principles.  'In the fighting, they thought it more honourable to stand their 
ground and suffer death than to give in and save their lives,' he said (p. 149). Pericles 
dedicated his speech to the honour of the dead, and as an inspiration to the living.  He 
told the people that their men had fallen in the service of freedom, democracy and the 
law.  He praised the warlike deeds, and blood and toil in service of the state by men, 
who, despite their human faults, trusted their skills and gave their lives for their people, 
people who loved the beautiful and the things of the mind.  In short, they died to serve 
their city Athens, the city which embodied these characteristics. 'This, then, is the kind 
of city for which these men, who could not stand the thought of losing her, nobly fought 
and nobly died,'  and  'It is for you to try to be like them,' he said (p. 149).  They had 
fought for a free, tolerant society in which everyone was equal before the law and in 
which power was shared by all, regardless of their wealth. 
The ideals to which, he believed, soldiers might aspire and which democratic societies 
might strive to emulate, have not changed greatly in substance since then; military and 
nationalistic rhetoric which Australians hear on Anzac Day and on other ceremonial 
occasions, follows the tradition set by Pericles' speech.   
Pericles' values resonate with those expressed in the patriotic rhetoric of Australia's 
military culture.  These values are embodied in symbols in the three stained glass 
windows, and the words inscribed below them, in the Hall of Memory at the Australian 
War Memorial in Canberra.  The south window shows symbols of the 'personal 
qualities' of resourcefulness, candour, devotion, curiosity, and independence; the west 
window shows symbols of the 'social qualities' of comradeship, ancestry, patriotism, 
chivalry and loyalty; and the east window shows symbols of the 'fighting qualities' of 
coolness, control, audacity, endurance and decision. 
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An Australian Army ethos 
Australian military literature contains little sociological discussion of our military ethos.  
A welcome beginning to the study of Australian military culture is represented by the 
papers of the Australian War Memorial history conference, '1918 and Beyond' 
(Australian War Memorial 1993).  Conversely, a popular picture of a characteristically 
Australian military ethos has been constructed from our involvement in wars and the 
stories and images associated with them.  This ethos has been portrayed and 
mythologised in Australian novels like George Johnstone's My Brother Jack (1964); 
plays such as Alan Seymour's The One Day of the Year (1967); popular histories like 
Jane Ross's The Myth of the Digger (1985) and Patsy Adam-Smith's The Anzacs (Adam-
Smith 1979); by W. C. Bean's official histories of the First World War; films like 
Charles Chauval's Rats of Tobruk of 1944 and Bruce Beresford's Gallipoli  of 1981; and 
by a vast and continuing array of newspaper and magazine articles.  Jeffrey Grey's A 
Military History of Australia begins with the comment that '... though Australians are 
not a militaristic people ... we have been known in the world for the quality of our 
soldiers ...' (p. 1).  Gerster (1987), argues that '... Australian war writing is ... 
propagandist in promoting nationalistic sentiment and ideals ...' (p. ix) and that our 
writers developed a fresh '... home grown ...' image of Australian soldiers which 
paradoxically derived some characteristics from the legendary Trojan battlefield which 
was '... so tantalisingly close to Gallipoli itself' (p. 2).  The ethos is further etched into 
Australian society by the plethora of public symbols such as memorial monuments, 
statues and plaques, and memorial buildings like schools, swimming pools, and the 
Australian War Memorial in Canberra.  The myth of the Australian military ethos is an 
important element in Australian culture which is celebrated in annual Anzac Day 
celebrations with greater community participation each year.  It is taken as an exemplar 
by Australians on which to mould elements of a civilian culture which, in turn, 
reinforces the military ethos to which the army itself aspires. 
Hogan (1989) summarises a set of soldierly characteristics which are particularly 
Australian, and traces their origins: 
The Australian military tradition has its roots in 'the digger image' of the 
Australian soldier, typified in the qualities of toughness, independence, 
resourcefulness and egalitarianism. (p. 192) 
The Australian army has, clearly, some of the character of Huntington's institutional 
model, but is moving very much towards the Janowitz kind; the model identified by 
Moskos as the occupational model.  The Australian army continues to venerate the 
traditional qualities of toughness, independence, resourcefulness and egalitarianism, but 
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it also strives to offer career training and it seeks to mirror the society to which it 
belongs.  This social and political sophistication is manifest in the recruiting 
advertisements placed in Australian newspapers by the army.  One typical example, 
from a plethora of similar examples, is sufficient evidence of this.  In the example, a full 
page recruitment advertisement in the Sydney Morning Herald (6 Sept 1990) plays 
down the military expectations of potential recruits and highlights the training and 
career opportunities provided, and the potential for military personnel to succeed in 
civilian careers.  The advertisement is headed, 'Do you have the qualities most 
employers want?', uses photographs in which the figures are not easily identifiable as 
soldiers, and includes phrases which clearly indicate the potential attractiveness of short 
term army careers.  The phrases include '... and that's why you should consider the army 
for a start', '... many successful people have had past experience in the army', and '... it 
could be your best start in life.'   
There is then a dissonance between the altruistic appeal of the mythologised Australian 
military ethos and the career aspirations of serving soldiers and prospective soldiers.  
On the one hand, the army, and the Australian society in general, holds the army ethos 
in high regard; on the other hand, the myth alone does not attract people to join the 
army.  Rather, young people join the army to seek a military career, or training for a 
career in civilian life on leaving the army, or as an alternative to unemployment.  The 
regular public performances of a military, civic and civilian nature of the Kapooka Band 
itself are an indication of the army's link to the civilian society.  The band sets out to 
attract large audiences as part of an overtly public relations function. 
This section began with a discussion of the characteristics of the military ethos as 
portrayed by both Broadbent and by Cotton.  Cotton's contention that the ethos of an 
institution is found in the personality of its members leads us now to an examination of 
some of the main propositions about the personality traits of military personnel. 
 
The military personality 
There is a popular belief that the strength of the military depends more on the spiritual 
dimensions of its personnel than on its physical resources.  For instance, this 
conventional wisdom has it that The Allies won the Second World War because their 
fighting forces shared with the people they represented a belief that they were fighting 
for a just cause.  Similarly, after the war in Vietnam, it was argued that the North 
Vietnamese prevailed because they held stronger convictions about their cause than did 
the servicemen of the United States, and the American citizenry, about theirs.  Saddam 
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Hussein of Iraq built his Gulf War rhetoric on his claim that his troops and his people 
shared a strong belief in, and commitment to their cause, while the troops of his 
opponents lacked this conviction.  He argued that military victory would therefore be 
his.   
Military scholars (see for instance Cotton 1982; Loughran 1952; and Collins undated, 
cited in Loughran 1952) generally concur with this popular belief about the importance 
of the ethos of military personnel.  Ellis (1953, cited in Moulton 1971) cites a German 
report which lists the desired characteristics of a soldier, characteristics which the 
German writer had seen in English soldiers.  These are: excellent physical condition, 
stoical calm, acceptance of hardship, persistence and a belief that one's side will win.  
Tuckett (1975) offers a similar list but makes a clear distinction between what can 
reasonably be expected from a long-term or career soldier and what can be expected of 
short-term personnel.  Tuckett believes that a high level of commitment to the army 
'way-of-life' can be demanded of career soldiers but not of short-term enlistees. 
There is, in the military literature, a concern to identify the values held by people who 
have enlisted or who may be disposed towards enlistment.  Bachman, Sigelman & 
Diamond (1987) write: 
The notion of a distinctive set of values among military personnel has long been 
accepted by both critics of the military and supporters.  Based on much literature, 
there is widespread agreement that military personnel tend to be above average in 
nationalism, conservatism and traditionalism.  They have also been characterized 
both in positive terms such as professional, patriotic, and altruistic (willing to risk 
death for their country), and in more controversial terms such as authoritarian, 
militaristic, and aggressive (striving to make the enemy die for his country). (Bach 
et al's italics, p. 169)   
It is Tromp's (1971) view that although various attempts to measure attitudes held by 
military personnel have not been conclusive, the common-sense assumptions about 'the 
military mind' seem correct.  He says that while there is frequent description of the 
military mind in the literature, theories about it developed by scholars have been 
generally unconvincing.  There is a dearth of sound data drawn from empirical research 
and while there is general agreement in the literature about the nature of military 
personalities, it is not a reliable base from which to predict behaviour. 
Tromp (1971) cites a number of military scholars as he sets out to identify those traits 
which characterise the military personality.  One of these scholars, Lyons (1963, cited 
in Tromp 1971) says that: 
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... it is a mind that is used to order and predicability, that insists on decisions being 
made, that cannot tolerate procrastination, that is comfortable in the manageable 
world of a military post and unconsciously takes over in any other setting - the 
home, the office, even the presidency of the United States - with the same 
characteristics of punctuality, rank and simplicity ...  The military mind is largely 
a product of the military system, the repetitious training, the requirements of 
obedience, the instiling of assured responses to known stimuli and the 
development of trust through respect for position and hierarchy.  The system, in 
turn, is essentially determined by the demands of combat. (p. 361) 
Tromp (1971) lists the characteristics of the 'authoritarian personality' which are 
generally thought to be positive attributes in the military.  These include the, '... loyalty, 
sense of duty, obedience, responsibility, service of the country, and patriotism ...'  
Conversely, he describes the aspects of the 'authoritarian personality' which he does not 
hold in such high regard thus: '...conservatism and chauvinism seem to be its prominent 
features, along with a rigidity of thought, opposition to social change, closed 
mindedness to social developments' (p. 361).  Sapin & Snyder (1954, cited in Tromp 
1971) offer a similar list of criticisms of the military personality (pp. 361-2). 
Mazur, Mazur & Keating (1984) cite research evidence which shows the physique and 
appearance of candidates accounts in part for career promotion in the services.  They 
identify tall, athletic physiques and faces with a 'dominant' appearance, as variables 
which have a positive correlation to career success at West Point Military Academy.  
They describe an ideal military personality as one akin to the kind of characters 
portrayed by the film actor John Wayne. 
How, then, does the military personality function within the military organisation?  
How can service people pursue fulfilling careers in the rigid structures of the military?  
Research by Kaplan (1962, cited in Tuckett 1975) showed that '... some people can 
accept and learn to live within the military system and simultaneously feel an exercise 
of personal initiative.'  Broedling's research (1974, cited in Tuckett 1975) supports 
Kaplan's findings.  Tuckett (1975) contends that some people have a greater sense of 
personal fulfilment, personal growth, and satisfaction within the highly structured 
military organisation than they might find in less structured settings (pp. 7-9).  Research 
by Bachman, Sigelman & Diamond (1987) compared attitudes towards the military of 
high school students who intended to enlist with those of students who did not.  They 
conclude that the socialisation process of the military is far less influential in forming 
military attitudes than is the self-selection process; they show that the literature 
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supports their research findings that people with certain attitudes - a military 
personality, in fact - join the services. 
Giddens (1989) argues that modern military leaders are more likely to embrace a 
philosophy of preparedness rather than one of aggression; they strive to secure well-
prepared armies to discourage attack from others.  'The modern "military mind"', 
Giddens writes, 'emphasises attitudes of co-operation, the subordination of individual 
motives to group demands, and the primacy of order and discipline' (p. 349). 
Dyer's (1985, in Giddens 1989) study of military attitudes revealed a dichotomy among 
military people which rings true to the findings of the research reported in this 
dissertation: 
There is such a thing as a 'natural soldier': the kind of man who derives his 
greatest satisfaction from male companionship, from excitement, and from the 
conquering of physical and psychological obstacles.  He doesn't necessarily want 
to kill people as such, but he will have no objections if it occurs within a moral 
framework which gives him a justification - like war - and if it is the price of 
gaining admission to the kind of environment he craves ... But armies are not full 
of such men.  They are so rare that they form only a modest fraction even of 
small professional armies, mostly congregating in the commando-type paid 
forces.  In large conscript armies they virtually disappear beneath the weight of 
numbers of more ordinary men.  And it is those ordinary men, who do not like 
combat at all, that the armies must persuade to kill. (Dyer 1985, cited in Giddens 
1989, p. 346) 
It is apparent that there has been little systematic research into the nature of military 
personalities, or more usefully, research into the lived experience of people who 
become soldiers.  Research reported in this dissertation examines the experience of the 
ordinary men, and women, referred to by Dwyer, who become soldiers in the Australian 
Army in order to work as musicians.  Further research into the people who join other 
units of the army would assist scholars to understand the nature of military experience 
and, by extension, something of the nature of war and the human motivation involved in 
it.  
 
The military and society 
The relationship of the military to society is a small but important area of research and 
scholarship.  The area sustains its own conferences and a separate journal, The Military 
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and Society, is dedicated to its problems.  The present study is however, concerned with 
this theme only to the extent that it provides a framework for an examination of the 
Kapooka Band. 
Armed forces are major institutions in societies.  They are seen as defenders of the 
society's security, and protectors and upholders of its traditions.  They absorb large 
proportions of the society's wealth; they provide direct employment, education and 
training for significant numbers of people within their own ranks, and for many non-
military personnel as well.  Because their profession calls for training in the techniques 
of violence, their very existence gives rise to a range of ethical and moral issues.  
As there has been no scholarly writing on the relationship of the military to society in 
Australia, it will be necessary, once again, to cite American work which would seem to 
be general enough to enhance our understanding of some broad issues which may apply 
to Australia as well.  Papers by Ambrose (1972), Janowitz (1972), and Devilbiss (1985) 
cover respectively the recruitment, training and management of personnel; factors 
which attract people from lower socio-economic groups into the services; and the role 
of the armed forces in breaking down colour and gender biases in the community. 
Ambrose (1972) shows that what he called the elite strata of society, usually escape 
military duties.  People from these strata who do enlist usually become officers on the 
completion of special training schemes which enable them to avoid some of the arduous 
training undertaken by the lower ranks.  Similarly, the physically or psychologically 
infirm also avoid enlistment.  This means, in turn, that those who do serve eventually 
constitute a significant element of the work force when they leave the services (pp. 194-
195).  Thus those societal values which are congruent with the military ethos are 
continually reinforced by ex-service people. 
Though the military itself would claim only to be concerned with the efficient use of 
personnel, it does - on the other hand - see itself as a force for the effective socialization 
of its members.  For instance, it offers 'deviants' a 'second chance'.  Judges in the United 
States often give young offenders a choice between gaol or the army.  Ambrose (1972) 
maintains that in the forces people '... learned obedience, respect for authority, and 
discipline-traits which are indispensable in an industrial society' (p. 15).  Ambrose also 
says that the disciplinary process which begins in schools is harnessed and developed in 
the military.  Here, he argues, an interesting dichotomy arises - a dichotomy in which 
the military inculcates a set of values which are quite opposite to those which 
Americans - and Australians, it is reasonable to add, profess to uphold: 
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The entire military experience helps break down the values to which Americans 
like to give lip service, such as equality, freedom from restraint, individual 
worth and individualism, and democracy, teaches the rewards of staying within 
the rules, and punishes the deviant.  In doing so, of course, the military is not 
creating new values but rather reinforcing those imposed by or crucial to other 
institutions in society. (p. 15) 
The skills and values of the military are often proposed as ones which might improve 
the character of society, hence there is the recurring call for compulsory military 
training as a solution to society's ills.  Truman used this argument to support his 
Universal Military Training Bill after the Second World War.  Truman declared, in fact, 
that the military activities of the services were incidental to his intentions for them to 
serve as vehicles to improve the quality of the country's youth.  He said that his main 
interest was: 
... to develop skills that could be used in civilian life, to raise the standards of 
the nation's manpower, to lower the illiteracy rate, to develop citizenship 
responsibilities, and to foster the moral and spiritual welfare of our young 
people. (Ambrose 1972, p. 15) 
Despite the argument that the military ought to be used to prepare young people to make 
a worthwhile contribution to the community, the US Congress was sceptical about using 
the army to teach citizenship, and it has remained so (Ambrose 1972, p. 15).  Ambrose 
argues that women and black people are more successfully integrated with men and 
whites in the army than in the wider society but that its role in breaking down colour 
and gender prejudices is limited.  In an exploration of the factors which attract a large 
proportion of its personnel from lower socio-economic groups into service careers, 
Janowitz (1975) concludes: 
Of particular importance are the large amounts of food.  The uniform is of special 
significance both because of its intrinsic quality and the fascination that develops 
around being conspicuously dressed.  The physical activity and athletic-like 
character of basic training also need to be mentioned.  Of equal or greater 
importance is the fact that the enlisted man is a direct outgrowth of civilian 
working-class existence.  The standard of personal language, of physical conduct, 
and the styles of indulgence such as 'beer drinking' do not require the recruit to 
denounce suddenly earlier patterns of gratification. (p. 171) 
Devilbiss (1985), a professional soldier and academic, in a participant observation study 
of women in the army, took part in a simulated, but gruelling, desert combat exercise.  
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She reports that 'buddy relationships' in both male-to-male and male-to-female 
combinations were common but that there were no signs of romantically-developed 
male-to-female relationships, and that where there were signs of potentially romantic 
relationships, these were between people from different work groups.  People who had 
been sceptical about placing women in combat roles because of the opportunity it 
created for distracting romantic entanglements to develop, had few grounds for their 
scepticism, she concluded. There was no evidence of disruptive relationships in her unit.  
There was, however, considerable evidence that the army, in this case, was not aware of 
- or at least did not provide for - the sanitary needs of women and the need for 
specifically designed clothes and equipment.  The army had been slow to act on 
society's values in this regard. 
 
Summary 
In this chapter I have reviewed the main themes in the literature of the sociology of the 
military: military ethos, the military personality, and the military's relationship to 
society.  I identified a tension between tradition and change, a tension encapsulated in 
Moskos's (1977) concept of the transformation of the Western military forces from the 
'institutional model' of Huntington (1957) to the 'occupational model' of Janowitz 
(1960).  Moskos's concept provided a framework within which to consider this tension.   
I demonstrated that the armies of Western democratic countries continue to promote 
traditional values but that they respond, perhaps unwillingly, to societal demand for 
change.  As the military is an institution of major economic and cultural importance in 
society it is inevitable, in societies where democracy is part of the expressed value 
system, that societal pressure will demand that the military responds to society's values.  
Conversely, the military ethos finds expression in the society as military rhetoric and 
military symbolism informs public discourse and as military personnel, on completion 
of their service, re-enter the civilian work force.  These pressures are manifest in the 
Australian Army's focus in its recruiting advertisements on the value of training 
programs in equipping enlistees for later civilian work.  The ethos and the traditional 
values of the army continue to be shaped by the values of those who enlist, and who are, 
in turn, attracted by the ethos to which they will contribute.   
Most of the academic literature is of a speculative nature as it seeks to identify the 
human characteristics of military experience.  This material is complemented by a rich 
popular literature concerned with the construction of a set of patriotic values and the 
moulding of an Australian military and civilian cultural stream.  If we are to understand 
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the human experience of people in the military and the nature of the military/society 
dialectic, then qualitative studies of military experience are essential.  The present 
dissertation addresses this need as it examines the experience of the people in one of the 
Australian Army's most powerful cultural agents; the Kapooka Band, a representative of 
its services bands everywhere, is retained by the military to reinforce and transmit its 
traditions and values within the army and in the civilian society. 
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CHAPTER 4 
PHILOSOPHY, THEORY AND METHOD 
 
Introduction 
In this chapter I establish the ethnographic strategies of participant observation, 
ethnographic interviewing, and a process derived from grounded theory  as the 
appropriate method by which to conduct an inquiry designed to enhance our 
understanding of how a social group constructs its world view.  In doing so I identify 
and outline the principal tenets of the philosophical underpinnings of my method, 
Verstehen and phenomenology.  I then go on to give an account of the processes of data 
collection, and data transformation I used.  I discuss the complex ethical considerations  
I encountered and then present a critique of the method. 
 
Researching a songline 
This study of an Anglo-Saxon Australian musical tradition finds inspiration in 
Chatwin's (1987) book Songlines and Radic's (1991) response to it, Whitening the 
Songlines.  Chatwin visited locations in which his Australian aboriginal people lived, 
observed them, talked to them and talked to their non-aboriginal neighbours.  His 
account is imbued with a keen empathy for a people striving to make sense of their time 
and place.  Chatwin experienced and observed the world of the aborigines with the 
keenest of eyes and the finely honed skills of what Eisner (1991) calls connoisseurship.  
His understanding of the ever deepening layers of knowledge and meaning of his 
subjects paradoxically rendered them more mysterious to him, even as he came to 
understand them better.  Chatwin generates in the reader a sense of wonder about, and 
compassion for, the 'other'.  Chatwin explores his own relationship to the aborigines, as 
it is in a process of relationship that his understanding developed.  Chatwin's book is a 
model of sensitive, perceptive, ethnographic writing from which any social scientist 
could learn much.   
Radic's call to record the songlines of Anglo-Saxon music cultures beyond the 
traditional music histories of European art music, resonated with my own belief in the 
importance of understanding the cultural practice of all Australian music traditions.  
Thus, I set out to develop a research design which might produce a study characterised 
  52 
by the depth, rigour and methodological accountability required in an academic study, 
and the sensitivity and perception of Chatwin's book.  
My account of the theoretical basis and the methodology of my research is an account 
of a metamorphosis from a rather mechanistic interpretation of grounded theory 
(stemming from Battersby, 1981, and Spradley, 1980 and 1979) to an interpretation 
which uses a freer, more intuitive approach.  As my work progressed I drew on the 
tenets of post-modern theory as articulated by Cranny-Francis (1994), and Barnes & 
Duncan (1992), the description of a post-modern perspective in qualitative research in 
music education proposed by Bresler & Stake (1992), on the qualitative research studies 
by Harry Wolcott (1994), especially, and Elliott Eisner (1991).  The pre-1990 titles 
offered a method which seemed demonstrably rigorous and systematic because it 
involved step-by-step procedures which were comparatively easy to describe and to 
document; and one which, I thought, might demonstrate academic requirements of 
validity and reliability.  This method proved useful though time-consuming and tedious 
beyond its worth in the data analysis stage of the work.  As my data analysis proceeded, 
I discovered that this method in fact restrained those processes I sensed were most 
productive of understandings of the world views of others, that is, the tools of literary 
critique: what Eisner (1991) calls qualitative intelligence (p. 64); intuition, judgement, 
sensitivity, and empathy.  While these tools are no less rigourous than those of the 
grounded theorists they are more difficult to document.  Spradley (1989 and 1979) and 
Battersby (1981) both provided a basis for data analysis, but the others provided 
guidance in the critical process of what Wolcott (1994) calls Transforming Qualitative 
Data.  While I present my method (below), as a process which seems linear, controlled 
and measured, the actual research process was quite different.  Wolcott confirms my 
experience that description, analysis and interpretation are not distinct processes, rather, 
they overlap.  Bresler & Stake (1992) represent my experience with uncanny 
prescience: 
For most qualitative projects, data analysis is an informal and often overwhelming 
task.  There are too many data to keep records of and too few that support 
prevailing impressions.  The researcher works often with those seeming most 
likely to advance understanding, describing them in detail, and frequently 
restating the issue being pursued.  Data analysis is an art form. (my italics, p. 85) 
Qualitative analysis is organized more around the notes and stories the researcher 
keeps, increasingly focused on a small number of issues or themes.  The 
researcher selects the most revealing instances, identifies vignettes, and composes 
narrative from day to day, then uses an even smaller selection of them in the final 
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presentation (Goetz and LeCompte 1984).  The choice of what to report is 
subjective, evolving, emphasizing more what contributes to the understanding of 
particulars observed than relating to cases and situations elsewhere, usually giving 
no more than minor attention to comparisons, not worrying much about typicality 
or representativeness.  Thus the integrity, complexity, and contextuality of 
individual cases are probed.  Readers fit them in among cases they have known.  
If theory building is the ultimate intent of the researcher here, qualitative analysis 
paces it not by years but by decades. (p. 85) 
Here Bresler & Stake (1992) express a recent, innovative, fresh perspective, a 
perspective which allows researchers to celebrate their subjectivity, their judgement - 
their connoisseurship - while, at the same time, engaging in a rigorous process of data 
transformation.  Their characterisation of qualitative research as an art form echoes 
Eisner's (1981) classification of research methods on a scientific-artistic continuum. 
In this chapter I describe how I began my research in a linear, step-by-step process of 
grounded theory, and how I found guidance, corroboration (and comfort!) in those titles 
which became available during the course of my data collection and analysis and 
writing, that is, the period from 1990 to 1994.  Wolcott, Cranny-Francis, Barnes & 
Duncan, Bresler & Stake and Eisner, enabled me to go beyond the base of the earlier, 
grounded theorist writers who, worked still, it seems in retrospect, in the shadows of 
positivism. 
Before I describe the methodology of my research I will outline the philosophical base 
on which the method rests. 
 
Understanding world views 
I set out to understand how the world views of the sub-universe of a group of people 
employed as musicians in the institutional context of the Australian Army are 
constructed.  The terms 'understanding', 'construction' and 'world view', are used here 
with the quite specific meanings given to them in the hermeneutic stream of sociology.   
If cultures are to function effectively, their members need to develop a set of 
conventions by which to order behaviour.  They need to subscribe to a set of 
understandings which will enable them to act appropriately, and to find meaning and a 
sense of purpose.  These conventions and understandings are what I mean by the term 
world view  in this dissertation.  Mechal Sobel (1988), in her book Trabelin' On,  cites 
Thomas Luckmann's analysis of the concept of the world view as '... an encompassing 
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system of meaning ...' (p. 4).  The thesis of my dissertation - how the world views of 
soldier-musicians are constructed by the nature of their work as musicians and by the 
military context in which they work -  was suggested by Sobel's thesis which argues that 
enslaved African peoples brought their various tribal world views to North America 
where they '... coalesced into one neo-African consciousness ...' (p. xviii) to form a new 
Afro-Baptist faith.  In a similar way, I argue that the world view of soldier-musicians is 
a new consciousness shaped predominantly by their work as musicians in the context of 
the army.   
Drawing on Luckmann, Sobel describes the world view as an historical and necessary 
context within which people construct their own identity (p. 4).  Berger & Luckmann 
(1971) describe this kind of context as a sub-universe, and they explore the relationship 
of sub-universes to the wider society:  
With the establishment of sub-universes of meaning a variety of perspectives on 
the total society emerges, each viewing the latter from the angle of one sub-
universe.  The chiropractor has a different angle on society that the medical school 
professor, the poet than the business man, the Jew than the Gentile, and so on. (p. 
103) 
Grebe (1978) proposes the use of the world view as a broad framework within which to 
study music cultures (p. 85). 
From philosopher and sociologist Alfred Schutz (1899-1959), Berger & Luckmann 
(1971) saw value in people's common sense understandings of the social world, and the 
structure of everyday life.  They argue that an understanding of what people 'know' and 
what they believe is 'real', is more worthwhile than are academic social theories.  In 
addition to Schutz, they draw on the sociological work of Karl Marx, Emile Durkheim, 
Max Weber, and the symbolic interactionist G. H. Mead.  They take into account the 
biological implications of anthropology as discussed by Helmuth Plessner and Arnold 
Gehlen (pp. 26-34). 
 
Towards an emic understanding 
Phenomenology, symbolic interactionism, and ethnography, are identified by Berger & 
Luckmann (1971) as hermeneutic approaches to understanding social life (p. 4).  My 
quest has been to 'understand', as much as an outsider can, the social life of a group as it 
is understood by its participants.  This is known as emic  understanding, and represents 
an ideal for scholars who place their study of music in a social context (see for example 
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Middleton, 1990, p. 175).  Geertz (1988 and 1973) uses this distinction as he urges 
anthropologists to sound as though they have truly 'been there', as though they have 
understood, as much as possible, the experience of the subjects.  Conversely, the etic 
approach is the view of the social life of a group as understood by an outsider.  The 
distinction between the emic and the etic views, and the difficulty of arriving at a truly 
emic approach in the study of music cultures, is made by Nattiez (1990): 
For the present, the distinction can serve to underline one point: if ideally one 
should adhere to an "emic" approach to the concept of music we cannot in reality 
analyze the world's musics entirely without recourse to our  conceptual tools.  
Even if we eschew the merely "etic" approach, there is no longer a purely "emic" 
approach; we are condemned (as Geertz puts it) to a dialogue  between the foreign 
culture and the culture of the investigator. (Nattiez's italics, p. 61 ) 
 
Verstehen 
Outhwaite (1975) wrote that the clearest trend in social theory at the time was the 
scepticism which greeted 'scientific' - positivistic - theories and a concomitant 
concentration on description and interpretation (p. 110).  This divide in research 
methodology is evidenced by a number of attempts to place research styles along 
continuums between opposites such as scientific-artistic (Elliott 1981), positivist-
interpretive/critical (Retallick 1988), and traditional-ethnographic (Swanwick 1984), as 
well as the more common qualitative-quantitative dichotomy.  All recognise the 
existence of a number of what Thomas Kuhn (1970) describes as fundamentally 
irreconcilable research 'paradigms', or sets of '... model problems and solutions [for] a 
community of practitioners' (p. viii).  Enigmatically, researchers in the disciplines of 
ethnomusicology and the sociology of music have used predominantly quantitative, 
experimental, research methods, while their true concern - given that the nature of their 
subject matter is the relationship of people to music - ought to be with the qualitative 
phenomena of human experience.   
The qualitative research paradigms have gained in importance in recent decades.  My 
dissertation is grounded in those philosophies which underpin qualitative research, 
namely, the philosophies of Verstehen  and phenomenology.  It is set in the naturalistic 
stream of the qualitative research tradition, as it seeks to explore the soldier-musicians' 
world as they themselves build it, experience it and find meaning in it. 
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Verstehen ('understanding') together with its more recent derivative, phenomenology, 
embodies the spirit of the interpretive tradition.  It provides a powerful philosophical 
base for context-sensitive ethnomusicology, the concept of emic understanding, and 
thus provides a philosophical base for the present dissertation.  Smith (1983) 
encapsulates the idea of Verstehen  as an '... attempt to achieve a sense of meaning that 
others give to their own situation through an interpretive understanding of their 
language, art, gestures and politics,' (p 12).  Filstead (1971, p. 4) equates Verstehen  
with the general concept of qualitative methodology, thus perceiving it as a method, 
rather than a philosophy.  
The tenets of Verstehen  were developed in nineteenth century Germany by Dilthey, 
Rickert, Max Weber - the 'idealists' (Smith 1983, p. 6) - and Simmel, and in the work of 
Croce in Italy, and Collingwood in England.  Through the work of Weber in particular, 
the precepts of Verstehen  were introduced into sociology and the broader social 
sciences.  It was a reaction to the positivistic social thought of Comte and J. S. Mill in 
France and England.  The concept of understanding  has remained at the centre of social 
science debate for more than one-hundred years now (Outhwaite 1975, pp. 7-11).  
Sociological interest in Verstehen  and interpretive social science grew in the years 
following the Second World War when the consensus of favour for the positivistic 
approach was broken by the thought of Wittgenstein.  Sociological movements 
stemming from the philosophy of Verstehen became common and the concept of 
understanding continues to influence social science (Outhwaite 1975, pp. 7-13).   
The Verstehen  tradition is one which seeks to develop understanding of human 
experience through a process of 'reliving' (see for instance the work of Smith 1983, 
Outhwaite 1975, and Filstead 1971).  Drawing on Dilthey, musicologist Ferrara (1991) 
says that social scientists seek 'understanding' by recreating other people's experience by 
making a study of their 'texts', their activities (pp. 95-97).  For Wolcott the guiding 
purpose of qualitative research is to enhance our 'understanding' of the human social 
world (Wolcott 1990). 
 
Phenomenology 
Outhwaite (1975) describes phenomenology as the study of subjective meaning and the 
process by which social structure is built from numbers of individual '... definitions of 
the situation ...'.  Phenomenology proposes that social situations have no objective 
reality and thus, objective realities should not be sought by researchers (p. 106).  
Bartholomew (1989, p. 3) describes it as '... a philosophy, or even a science, of 
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experience.'  The phenomenological researcher begins with a '... direct, intuitive 
knowledge of experience, not constructed or deducted knowledge.'  Spiegelberg (1989) 
lists the phenomenological steps to the acquisition of knowledge as intuiting, analysing 
and describing.  Intuiting is, he says, the most demanding of these.  In the course of my 
research, I found it to be the most valuable of all the skills required. 
A philosophy for a phenomenology of music is developed in the essays in F. Joseph 
Smith's (ed.) Understanding the Musical Experience (1989).  Here the interest is 
focused on individual, personal relationships with music as an art object.  In one of the 
essays, Skarda (1989) examines Schutz's concern with the structure and constitution of 
the day-to-day world; and Schutz's interest in musical experience is placed within this 
larger body of work (p. 50).  Schutz's interest in phenomenology has its roots in the 
work of the philosopher Edmund Husserl (1859-1938) (Bartholomew 1989, pp. 1-2).  
The general tenets of context-sensitive ethnomusicology have a similar interest in the 
everyday lives of people, with a particular focus on music in these lives.  The problems 
examined in the present dissertation concern just this structure and constitution of the 
everyday world of soldier-musicians.   
As ethnomusicologists and sociologists of music seek to understand and to convey to 
their colleagues the quality and richness of the social world of musicians, they will do 
well to apply theory and method from the interpretive streams of sociology and 
anthropology.  In so doing, they will open new possibilities in arts research which has 
for so long been subsumed by the positivistic traditions and, as McTaggart (1991) 
points out, its concomitant psychological orientation (p. 23). 
 
Ethnography 
Ethnography is a theoretical and methodological part of the interpretive tradition in 
which the researcher sets out to relive - in the Verstehen tradition - the experience of the 
subjects.  Frisbie (1980), an ethnomusicologist with a particular interest in the study of 
music in its social context, argues that  
... if the ethnographer-cum-ethnomusicologist is willing to immerse him/herself in 
the culture s/he is trying to comprehend, does his/her homework along the way, 
participates in continuing dialogues with colleagues, s/he will eventually achieve 
the desired state of understanding. (p. 102) 
McPherson (1987) says that the naturalistic ethnographic researcher enters the site 
sensitive to the subjects' feelings and attitudes, as it is these feelings and attitudes which 
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are, as much as actions, the focus of the researcher's interest.  The interpretive 
researcher explores the '... personal history, thoughts, feelings, values and intentions ...' 
and all the other aspects of the actors' experience (pp. 13-14).  The subjects themselves 
are the most important sources of data; the researcher places the subjects in the social 
and institutional context in which they live.  McPherson argues that  
... A naturalistic research style is consistent with the traditions of ethnographic 
fieldwork, that is, fieldwork using participant observation, interviews, personal 
documents and reflections, small samples and case studies and the sophisticated 
tools of cultural analysis. (p. 13) 
Participant observation 
From August to November 1989 I spent four months as a participant observation 
researcher and guest civilian member of the trombone section of the Kapooka Band 
during a period of long service leave from my work as a lecturer in Music Education at 
Charles Sturt University in Wagga Wagga.  Since then I have returned to the field 
intermittently to make further observations.  I have been able to observe the band quite 
regularly in the period from the end of 1989 to mid-1994.  It is important to note that the 
nature of fieldwork was determined in part by my employment and personal 
circumstances.   
I chose to use a participant observation strategy because I wanted to 'relive' the 
experience in which world views of the soldier-musicians are constructed.  'Reliving' is 
the most appropriate route to emic understanding.  My curiosity had been whetted by 
my Citizen Military Forces experience, and since then my work in community bands 
had often brought me into contact with military musicians, and ex-military musicians.  
Further, there is a well-developed literature on participant observation, and its cognate 
strategy, ethnographic interviewing.  They are strategies which have been long 
recognised as appropriate to anthropology and ethnomusicology.   
Anthropologists typically enter the research site for a substantial length of time, and 
become as much equal participants in the world of their subjects as they can.  While 
they participate fully in the activities of the group, researchers retain a certain 
detachment in order that the observations are those of a trained scholar rather than a 
native participant.   
Here, anthropologists claim that their chief research tool is the researcher.  Sanday 
(1979) cites Mead, Metraux, Pelto and Wolcott in support of this proposition.  
Fieldworkers learn to use themselves as the principal and most reliable instrument of 
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observation, selection, coordination, and interpretation.  Ethnography '... depends on 
this highly trained ability to respond - and to respect this response - as a whole person' 
(Metraux cited in Sanday 1979, p. 528).  Meek (1987) explains that 'The fieldworker 
filters and translates what is observed according to his/her own values, biography and 
intellectual training and temperament' (p. 196).  The researcher must act as a close 
member of the group.  As events take place and as the subjects, by their actions and 
utterances, construct their world, the researcher must be on hand to perceive and record 
what is observed (Watkins 1983, p. 4).  I felt well equipped to enter this world, to form 
genuine relationships with its members and to record, and reflect on, the experience. 
The most complete knowledge one can have of a social group is that of the participant 
(Becker & Geer 1957, p. 28).  The participant researcher, in becoming an observer in a 
group, seeks to attain this completeness of knowledge, then selects elements from it 
which might best convey the subjects' world to the reader.  The participant observer 
describes the setting, the actors and their actions, and analyses and interprets them.  The 
world of the actors as perceived by the actors, as perceived by the participant observer, 
is thus revealed.  The researcher is seeking an emic understanding.  Bruyn (cited in 
Wilson, 1977) says that the participant observer 
... considers the interpretations of his subjects to have first importance ... By 
taking the role of his subjects he recreates in his own imagination and experience 
the thoughts and feelings which are in the minds of those he studies. (p. 250) 
The researcher must be neither just observer or just participant, but must balance the 
two roles (Wilson 1977, p. 250).  The researcher acts as a member of the organisation 
but, at the same time, partakes of '... the basic human strategies - watching, listening and 
asking.' (Delamont cited in Watkins 1983, p. 9)  This is in the spirit of Eisner's (1991) 
connoisseurship. 
 
Interviewing 
Because I worked with my subjects on a day-to-day basis, and as I engaged in 
conversation with them as work place colleagues, my taped recorded interviews were in 
the nature of extensions of work place conversations.  They are minimally-structured 
interviews.  Becker and Geer (1957) used the description 'detailed and conversational' to 
describe this kind of data collection interview (p. 28), while Terkel (1974) prefers to 
simply call it 'conversation' (p. xx). 
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My interviews with subjects, began with questions of the grand tour kind (Spradley 
1979 and 1980), as these function as conversation starters.  Here I sought thick 
description (Geertz 1973) of the subjects' daily and weekly routines, and aspects of their 
thoughts and feelings.  I encouraged the participants to lead the conversation in 
directions of their own choosing.  After I analysed the interview transcripts I formulated 
propositions and, where I wanted to know more, I returned for subsequent focused and 
selective interviews (Spradley 1979 and 1980).  
West's (1987) idea of a good interview guided my approach to my subjects.  A model 
interview, he agrees, is 
... a transitory relationship between two people, strangers to each other, in which 
one person seeks information from which he can derive no immediate personal 
advantage and the other gives it without suffering any disadvantage ... it aims, at 
its best, to reduce distance, avoid threats, and maintain esteem. (Riesmont & 
Benney, cited in West 1987, pp. 335-6) 
West (1987), in describing this ideal, says that the challenge for an interviewer is to 
develop a '... warm, trusting, relationship ...' with the interviewee.   
Dexter (cited in West 1987, p. 336) believes that interviewing is the most fruitful 
strategy for the exploration of values, attitudes and beliefs.  When the interviewer is 
outside the power structure in which the interviewee is normally placed and when the 
interview is skilfully managed '... people will talk to an interviewer who is a complete 
stranger more freely than they would to a friend or fellow-worker' (Maccoby and 
Maccoby cited in West 1987, p. 337).  Van Maanen (cited in West 1987) qualifies this 
by listing a number of difficulties.  One of these is the reluctance of people to tell the 
truth about things which matter a great deal to them (Van Maanen cited in West 1987, 
p. 245).  Terkel (1974) on the other hand found that '... a tape recorder can transform 
both the visitor and the host.'  The tape recorder encourages people to 'Let things out.  
Lance the boil ...' (p. xix). 
Stenhouse (1987) and Simons (1977) both discuss, from a practitioner's perspective, the 
mechanics and ethics of interviewing procedures.  Together their papers provided a 
practical guide for my interviewing.   
Soldier-musicians are paid to transmit the army ethos within the army and to the wider 
community.  Their work has an overtly ideological purpose.  Military work invites odd 
mixtures of allegiance, cynicism and contestation from outsiders and from soldiers 
themselves.  As they are the main agents of military ceremony, the soldier-musicians' 
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world views are moulded by strong ideological perspectives.  Their twin roles of public 
relations agents and transmitters of ideology became manifest as strong elements in 
their world views in the course of our interviews.  Ideological perspective emerged in 
the stories they told.  All interviewees displayed a strong consciousness of the 'army 
line'.  Those who criticised the army, even in the most vehement way, criticised it in 
terms of their own perception of the army ethos.  My interviewees displayed in their 
personae traits of belief which were moulded by what they do and the context in which 
they do it, by the culture of their time and place.  While this is true of everybody, few 
people do work which is as overtly ideological, and deliberately designed to persuade, 
as do the soldier-musicians. 
Now, as the soldier-musicians are employed to promulgate the army ideology, and as 
they do this as professional performers, they were ready to talk freely to me.  Neither 
my presence nor that of the tape recorder seemed to inhibit their response; it may rather 
have incited them to embellishment, I felt.  Tape recorders are part of their everyday 
experience as musicians, and they knew that I was writing their story.  All interviewees 
were keen to position themselves in relation to 'the army'; the individuals who comprise 
it, what it stands for, its purpose, the protocol it expects from soldiers.  As an example 
of this positioning of oneself to the army I will cite the case of my first interviewee, 
Musician Darren.  Darren was disgruntled with the army, yet at the same time fiercely 
loyal to it.  He was quick to let me know about his attitude to the army, and said that he 
was able to talk freely because he was soon to be discharged.  Here is Darren's picture 
of the rank system from his position as a 'digger': 
 I don't know.  We got back from the Tattoo and there were a lot of hassles with, I 
dunno, perhaps you could say the rank structure but it all - everything seems to 
pile back down on the diggers, so it comes from the top.  They jump on the 
sergeant's so the sergeants jump on the corporals so the corporals jump on the 
diggers, and I think they sort of thought we'd all got too lax so they started doing 
this ... and they started doing dress inspections and stuff like that and they never 
eased off and so...   
Most individual interviewees expressed strong points of view about Commissioned and 
Non-Commissioned Officers who had authority over them.  Slightly less strong were 
their expressions of attitudes towards sub-ordinates.  As I make clear in the fieldwork 
chapters, and chapter 8 in particular, army work, army rank and army traditions of 
behaviour, which together I term 'army formality', are forever present in the 
consciousness of the soldier-musicians.  In a sense, army formality is, in the soldier-
musicians' experience, a large part of 'the army'. 
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Darren's interview is an appropriate example from which to explain the nature of my 
interviews; that of Band Sergeant Major Keith Walker will be another.  Darren is 
disaffected and about to leave the army.  Conversely, in chapter 9 I describe Keith as 
the epitome of the career soldier-musician.  As it was my first interview, my 
conversation with Darren was in the nature of a grand tour interview (Spradley 1980 & 
1979).  From my experience, I can say that interviews take on a structure of their own 
depending on the interest shown in certain issues by the interviewee and the 
interviewer.  My initial intention to let Darren's interview run its course with minimal 
guidance from me proved naive; Darren was very keen to talk but he did appreciate my 
interest in his story and guidance from me.  For instance, I began by asking Darren to 
tell me about his working week, and to begin with his most recent Monday.  His 
account began with the 'individual warm up' which begins each working day.  At the 
time the warm up seemed important in the lives of the soldier-musicians because it did 
begin each working day and because I knew it to be important to me as a musician and 
to musicians generally.  Musicians typically rate their warm up as critically important.  I 
pursued a line of questioning which sought to have Darren tell me in some detail about 
his warm up routine; what he did, why he did it, and how he had learnt to do the 
particular routines he used.   
At the data analysis and writing stages I found that Darren's relationship to the army 
proved to be more important to him than the warm up.  I did not treat in my fieldwork 
chapters either the individual warm up or the whole band warm ups in as much detail as 
I might originally have expected.  My interview material on warm up routines is rich 
and informative, but like much other data I collected, I have used it only as an element 
in building my bigger picture of the Kapooka Band.  This data may well form the basis 
of a later study on the practical value and the ritual significance of the warm up.  
Darren's voice is heard in several places in the fieldwork chapters, not talking about the 
practice of music, but about army formality in chapter 8, and the nature of his 
experience in military ceremony in chapter 10. 
 
Ethical considerations: in fieldwork 
Any kind of research which involves intervention into the lives of people is bound to 
raise questions of an ethical nature.  This is particularly true of a project like this one 
which seeks to understand people's actions, attitudes, beliefs and motivations by 
working with them as colleagues.  In my work ethical problems were of two main kinds.  
The first was the act of data collection itself; how shall I behave when working with 
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others in order to use their experience as research data?  The second was in the writing 
process; how can a writer reasonably represent others?  
This present section reviews some of the ethical problems which I met in the data 
collection process, and considers them in the light of the pertinent literature.  Later, I 
document the moral dilemmas I faced at the writing stage. 
The relationship between the ethnographer and the subjects is particularly prone to 
ethical problems as it is a friendship developed by the researcher for the researcher's 
purposes.  The researcher may enter the field with the altruistic motive of wishing to 
add to the field of scholarship and often with the intention that the research will improve 
the lot of the subjects, or of other people in similar settings.  There is also, inevitably, a 
set of less-than-altruistic reasons for the researcher wishing to cultivate friendly 
relationships with the subjects; the research may lead towards a higher degree, a book, 
career advancement, money and an enhanced reputation.  On the other hand, the 
subjects run the risk of embarrassment if they are recognised individually, or as a group, 
in published work.  The subjects often have little to gain from cooperating with 
researchers when they allow themselves to be observed, interviewed and filmed or 
photographed.   
Peshkin (1984) argues that participant observation and interviewing are unavoidably 
exploitative of the subjects. Researchers deceive their subjects by affecting what 
Peshkin called 'false fronts' (p. 258).  Here scholars strive not to offend as they cultivate 
friendships with people to whom they might normally not be attracted.  Peshkin cites 
researchers (Douglas 1976; Humphreys 1976; Gans 1968; and Daniels 1967 all cited in 
Peshkin 1984, p. 258) who report on their unwitting use of  this kind of deception.  
Douglas for instance writes that '... field research is inevitably a partly traitorous activity 
...', and Gans says that the '... participant observer is acting dishonestly; he is deceiving 
people about his feelings ...', while Daniels, a woman who studied a military setting 
more than twenty years ago, coped with the dominating attitude of the men by 
deliberately cultivating her ability '... to smile sweetly, keep [her] eyes cast down, ask 
helplessly for favours, and exhibit explicitly feminine mannerisms.'  Peshkin's paper 
rings true to me.  I have experienced the 'false front' deception in particular; an often 
necessarily contrived, pleasant disposition is an occupational hazard for the participant 
observer.  This was particularly apparent to me when participating in band rehearsals at 
eight o'clock on cold, wet, winter mornings.  Despite one's best efforts to explain 
honestly the nature and purpose of the research project to the subjects, and to work in an 
open and collegial way, the researcher operates in the manner of a spy.   
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A less common deception is that of unmasking the subjects; the practice of enticing 
subjects to reveal more than they might normally do (Peshkin 1984, pp. 257-258).  This 
has not proven to be problematic in my study.  I did not press subjects to share 
confidences; rather I let them discuss freely those matters which they chose to share.  
The subjects have seemed pleased to talk to me and their interview transcripts are 
generally rich in data.  There were times however when I thought that interviewees were 
keen to tell me more than was discrete; in a highly structured, authoritarian institution 
like the army resentments between people develop and are exacerbated. 
As the researcher becomes a trusted participant in the lives of the subjects, there are 
times when inner conflict about being a researcher and being a human is experienced.  
This dichotomy is embodied in Freilich's (cited in Peshkin 1984, p. 254) distinction 
between the researcher as a human and the researcher as researcher.  When the 
researcher's human interest in the subjects competes with those of the researcher's 
interests as a researcher, the problem of deception is forever present, for the researcher 
cannot take 'work-break' times to be simply a 'friend'.  When the researcher attends 
social occasions, weddings or even the funeral of a subject 'Ostensibly he is there out of 
neighborliness, respect for the deceased, friendship for the host, or whatever, but he 
really is working' (Freilich cited in Peshkin 1984, p. 261).  This dichotomy has been 
apparent to me several times.  On one occasion, for instance, I acted as a pall bearer at a 
retired band member's funeral.  An account of this ceremony is recorded in my field 
notes; a subject had become a friend and was now, in his death, research data. 
While Peshkin (1984) concludes that deception is a necessary part of the field worker's 
practice, he shows how the deception might be managed in an ethical manner.  He 
argues that, in the interests of ethical, human, behavior, it is incumbent upon the 
researcher to observe the canons of 'proper behavior' (p. 254).  Researchers must be 
sensitive to the interests and well-being of the subjects, to the world of scholarship, to 
their own personal integrity, and to society. 
Soldier-musicians work in an organisation whose very purpose begs ethical sensitivity.  
Whatever their reasons for joining, the soldier-musicians are, in the eyes of the Army, 
most definitely soldiers.  Though their duties are almost exclusively musical in nature, 
all non-commissioned members of the Band Corps have completed the Army's Basic 
Training Program and are required to maintain a certain level of expertise in combat 
training by taking biannual physical fitness and weapon's skills tests.  Personnel seeking 
promotion are required to take short courses in soldiering and in music.  All the band's 
ceremonial work serves to strengthen the Army as a military organisation and the public 
and schools' concerts are designed to enhance the Army's standing in the community.  
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Their work is inescapably part of the military effort.  The question posed in chapter 1, 
'What are we: trained killers or creative artists?' encapsulates this dichotomy.  It is 
imperative that the researcher be especially sensitive to the subjects' rights to address, 
and to answer for themselves, the ethical conundrums raised by this and other questions.   
 
Transforming data 
Qualitative research has four major paradigms.  Wolcott (1994) identifies three of them 
as description, analysis and interpretation; all three are ways of transforming qualitative 
data.  To these three paradigms I will add a fourth, that of critique (see for instance 
Quantz & O'Connor 1988, Brodkey 1987, Angus 1986, Simons & Dippo 1986, and 
Thomas 1982).  Descriptive ethnography may set out to do little more than describe the 
phenomena it examines, but as Wolcott points out, description is a form of implicit 
analysis (p. 16).  Wolcott recognises the term 'analysis' as having a broad meaning 
which is synonymous with his term 'transforming qualitative data', and a more specific 
meaning in its place as part of the description-analysis-interpretation process.  
Interpretive studies describe the phenomena identified in the data, and then proceed to 
draw themes and generalisations from the observed phenomena.  Analysis in the more 
specific sense is the process of identifying essential features and relationships (pp. 9-
54).  Critical ethnography is concerned with the facilitation of change in the 
organisation studied.  That is not to say that descriptive and interpretive studies will not 
show the organisation how shortcomings might be alleviated; in fact, when the 
researcher selects phenomena for examination, judgements about what to examine and 
how to examine it constitute a form of critique.  Meek (1987) argues that all research is 
in a sense evaluative; critique is implied in the description and interpretation.  The 
selection of that which is to be described, and the nature of the analysis made, embodies 
implicit criticisms of the community studied.  Conversely, critical ethnography is 
overtly interventionist; the researcher intends that the study will result in improvements 
to the lives of people in the organisation.   
The purpose of this present study is to describe, to analyse and to provide an emic 
interpretation of the world of the soldier-musicians, as I interpret it.  Here I am not 
concerned with laying a foundation for change in the Kapooka Band.  Like 
Charlesworth (1989) in his study of the world of the scientific community at 
Melbourne's Walter and Eliza Hall Institute, my study will be available to the subjects 
to make what they will of it, and use it as they wish.  Charlesworth and his colleagues, 
in fact, began their research with the intention of precipitating change, but modified 
their intention as the work proceeded.  Charlesworth exlains that 
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... [his] approach to the Institute has become mainly concerned with understanding 
its life world and not so much with standing in judgement on it nor with changing 
it!  I suppose that I assume, like the classical anthropologists, that it is just 
intrinsically worthwhile to understand the point of any culture or form of life.  I 
assume that it is valuable for the members of my sub-culture to become aware of 
and self-conscious about the hidden 'grammar' of their culture. (p. 194) 
It is not my intention in this present study to make explicit judgements about the 
subjects and their organisation or to recommend change; to do so would be 
presumptuous.  The soldier-musicians know their world better than I can hope to do and 
it is they who make decisions about their activities, albeit within a framework given by 
the Army.  Johnson (cited in Watkins 1983) encapsulates my intention 
... The major point is that the observation of naturally occurring every day events 
yields the fundamental data for building more abstract (theoretical) understanding 
of the basic properties of human existence. (p. 8)   
I collected and analysed data according to principles derived from grounded theory 
(Glaser & Strauss 1967) and Battersby (1981), and interpreted them in the grounded 
theory tradition but with a perspective which incorporates the work of the more recent 
commentators cited in this chapter.  The work of Wolcott (1994), even though it became 
available late in my work, was invaluable. 
 
Grounded theory 
Glaser & Strauss's book Discovering Grounded Theory  is germane to the method used 
in this study yet I found that the grounded theory process needed to be adapted to the 
particular circumstances in which I worked, and to take cognisance of recent theoretical 
work.  I used it to sort data into categories and properties, to make a coarse analysis of 
the data, but in the end found it unsuited to the quantity of data I had collected and not 
very useful in making interpretations.  I learnt that in participant observation research 
the researcher gathers so much data, in the form of internalised knowledge, that it is 
simply too cumbersome to reduce entirely to fieldnotes.  Rich, lived experience cannot 
be reduced to fieldnotes; rather, one records selected observations and impressions.  I 
found reflecting, intuiting, and especially the writing process itself, to be much more 
productive of perceptions, insights and understandings. 
As I set out to 'understand' the construction of the world views of the soldier-musicians 
from an emic perspective, it was important that I enter the field with open eyes, ears and 
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mind.  This is the essence of grounded theory.  Roberts (1991b) says that '... perhaps the 
strongest advantage of grounded theory generation specifically takes as its starting point 
the absence of pre-established theory and presumed meanings ...' (p. 8).  This concept is 
central to my naturalistic method.  The use of grounded theory enabled me to describe 
the work of the soldier-musicians, to analyse, and to generate interpretations and 
theoretical propositions in the light of the data.  
 
Categories, properties and theoretical sampling  
Glaser & Strauss (1967) use the terms category and property to describe the two main 
elements of theory.  A category is a conceptual element of theory and a property is a 
conceptual element of a category; all categories have properties.  As both categories and 
properties are concepts indicated by the data, both require a degree of conceptual 
abstraction.  In making a distinction between them, the researcher is indicating a 
systematic relationship between them (p. 36).  
Glaser & Strauss (1967) describe the procedure of theoretical sampling in which the 
researcher collects data and concurrently codes it, analyses it and uses it as the basis for 
deciding what data to next collect in order to develop theory as it emerges during data 
analysis.  The data collection is thus controlled by the emerging theory whether the 
theory be at the substantive or at the formal level.  This requires that the researcher be 
theoretically sensitive.  'The sociologist should be able to be sufficiently theoretically 
sensitive so that he can conceptualize and formulate a theory as it emerges from the 
data' (Glaser's & Strauss's emphasis, p. 46).  Questions employed in this process are: 
'What does the theory do?',  'How is it conceived?',  'What is its general position?' and 
'What kinds of models does it have?'  Building on the work of Denzin and of Chafetz, 
Roberts (1991b) defines theory as an attempt to answer the question 'why?' about social 
life, but he feels that 'why?' may not be a sufficient explanation and he stresses the need 
to show 'how' social processes occur.  The 'how' process is incorporated into the thesis 
of my dissertation; I have set out to show 'how' the soldier-musicians world views are 
constructed.  This procedure has its roots in Verstehen theory; it is congruent with the 
opinions of Malinowski (cited in Watkins 1983), Watkins (1983) and the post 1990 
writers cited in this chapter.  It is germane to the present dissertation. 
Glaser's & Strauss's (1967) theoretical sampling and Spradley's (1979 and 1980) 
focused and selective observations are similar concepts.  Glaser & Strauss (1967, p. 47) 
offer a set of questions to enhance the researcher's theoretical sensitivity; '... what 
groups or sub-groups does one turn to next in data collection?  And for what theoretical 
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purpose?  In short, how does the sociologist select multiple comparison groups?' 
(Glaser's & Strauss's emphasis, p. 47).  In my data collecting phase, working as I was 
with my subjects on a full-time basis, I recorded that which seemed important in 
understanding the world view of the soldier-musicians.  Like Roberts (1991a) 
'Sampling in this study is a combination of "judgement" ... "opportunistic" ... and most 
importantly, "theoretical" sampling' (p. 28). 
My fieldnotes and interview transcripts functioned in fact as multiple slices of data 
(Glaser & Strauss 1967).  While Glaser & Strauss see these slices as tests of each other 
(p. 69) I conceptualised them as complex, overlapping, intersecting planes of experience 
which were rich bases for reflection, interpretation and theory building. 
 
Comparisons  
Battersby (1981), Spradley (1979 and 1980) and Glaser & Strauss (1967) all stress the 
need to compare groups and sub-groups of subjects. The choice of appropriate groups 
will enhance the study's potential to identify and develop categories and their 
properties.  The Kapooka Band lends itself to the comparison of several sub-groups: 
those which are characterized by; military ranks; kinds of instruments; by skill 
attainments; and by age.  The band recognised, in 1989, clear sub-groups called the 
oldies and the youngies.  I found that grouping the soldier-musicians according to 
instruments meant very little, but that groups based on rank had some very apparent 
affinities. Inevitably, I made implicit comparisons with other, outside groups I have 
known or read about; inevitable because it is through my life experience that I made 
decisions about what to describe and how to describe it.  These comparisons become 
explicit in the fieldwork chapters. 
 
Anecdotal comparisons   
Here post-modern theory, as articulated for instance Cranny-Francis (1994) in relation 
to the study of popular culture, adds a new layer of analytical power to Glaser & 
Strauss's concept of anecdotal comparisons; a new layer because it recognises the 
infinite complexity of the ways in which all texts, whether 'similar' or 'dissimilar', 
impinge on our construction of all other texts, in the context of our experience. I have 
acknowledged and reported conscious use of anecdotal comparisons but I acknowledge 
the critical importance of all my experiences, general knowledge, or reading, and the 
stories of others as I construct my account.  Glaser & Strauss (1967) argue that this kind 
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of data can be trusted if the experience was 'lived' (p. 67).  Glaser & Strauss's concept 
of anecdotal comparison allows these comparisons to be incorporated into the data 
collection and analysis process.  Post-modern theory recognises the inevitability of 
intertextual understanding and the complex interconnectedness of the process of 
knowing through experience. 
 
Managing data 
As I will demonstrate, the process of managing data was cumbersome, tedious, and time 
consuming.  At the beginning of my research I felt a need to record as much as possible, 
as ethnographers in the past have argued the need to do this.  Eventually, I discovered 
that I had too much material.  Eisner's (1991) advice, which became available well after 
I had embarked on my data collections and analysis, is sound advice: 'If we try to record 
everything, we are likely to see nothing, and in any case, we don't want a chronicle or a 
running account of 'reality'.  That would swamp the reader and probably confuse the 
writer.'  What researchers can usefully record depends on their ability to perceive what 
is meaningful and significant (p. 188).  Wolcott's (1994) advice that qualitative 
researchers need to be less compulsive about collecting data and more proficient at 
using it is, I agree, good advice. 
Implementing the grounded theory process 
My procedure for data analysis was adapted from that used by Battersby (1981) in his 
grounded theory of the socialisation of neophyte teachers, together with some ideas 
drawn from Spradley (1979 and 1980).   
While Battersby's (1981) study employed students' diary accounts, and structured and 
unstructured interviews and questionnaires in a research design quite different from the 
one in my work, his procedure for data analysis was suitable for adaptation here.  
Battersby identified the dominant categories in his data by using a sophisticated formal 
process of counting the frequency with which categories were mentioned.  This method, 
I found, was not as reliable as it might appear; categories do not receive frequencies of 
mention commensurate with their significance.  Rather than try to measure the 
unmeasurable as I believe Battersby did, I preferred to use my connoisseurship to 
determine what categories were important.  As I describe my procedure, Battersby's 
paper will be cited to show how he gathered and analysed data in his study, and how I 
adapted his method. 
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Ethnographic research typically produces a great deal of written material in an on-going 
process of data collection, transcription, analysis, and interpretation.  The development 
of procedures for keeping track of the evolving project, and the need for an easily 
surveyed resume of the unfolding process, are thus essential elements of the 
methodology.  To this end I developed a Cultural Inventory based on that of Spradley 
(1980, pp. 156-158).  In summary, the Cultural Inventory  contains the following word 
processor files, and hard copies of them: 
a)  Observation Fieldnotes; 
b)  Interview Fieldtape Transcripts; 
c) Categories and Properties; 
c)  Data Reference Files; 
d)  Propositions; 
e)  Catalogue of Interview Tapes and Transcriptions; 
In addition there is one manila folder file: 
f) Documents: concert programs, rehearsal schedules, newspaper clippings, 
photographs etc). 
I faced the challenge of managing the large quantities of data and making sense of them 
as the collection process proceeded.  In order to know just what to collect next I, 
following Glaser & Strauss (1967) needed an intimate knowledge of the data already 
collected.  The grounded theory process is designed to assist the researcher to develop 
this close knowledge.   
During the initial four month period of full time participant observation fieldwork, and 
in the subsequent shorter, occasional visits, I observed the band in the course of its 
normal activities, from my place in the trombone section.  In the evening I would return 
to my study and enter an a detailed account of all that had happened during the day onto 
the Observation Fieldnotes  files.  Here I sought to write thick description but found 
that the limit to the amount of detail I could note was controlled simply by the time 
available; I usually spent about two hours recording field observations for each day in 
the field, but felt that twice this amount of time would have been required to record the 
material in proper detail.  Interviews with participants were recorded on cassette tape 
and were subsequently transcribed by a paid word processing assistant, onto the 
Interview Fieldtape Transcripts  files.  All observation and interview material was then 
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numbered by using the Microsoft Word Renumber function.  Some 3900 paragraphs of 
data in all were documented.  As I noted earlier, I found in retrospect that I sought to 
document too much data. 
 
[Appendix Item 4: Photocopy of sample fieldnotes with codings; paragraphs 168 to 
186.  Data for:  
• Chapter 7: The trombone studio; and 
• Chapter 9 My Story: Making a recording]  
 
Analysing data 
Data analysis began with the fieldnotes of the grand tour observations and interviews 
(Spradley 1980 and 1979).  In order to renew my knowledge of the data, one or more 
careful readings of the selected slices of data were required.  In fact, further readings 
were often necessary, as I sought to internalise the data.  On a second or subsequent 
reading, categories were identified and listed on the margin next to the paragraph in 
which they were found.  The categories were then listed on the file called Categories 
and Properties, and a check made to identify those that might properly belong as part of 
a dominant or more powerful category. Those categories subsumed by others became 
properties of the categories by which they were subsumed.  Battersby found that the 
dominant categories were indicated by the frequency of mention by the participants; I 
trialled this method with one slice of data and found that it was less reliable than were 
'informed and expert' decisions made during a process of careful reflection.  As each 
successive slice of data was read, new categories 'emerged' and weaker, existing 
categories were either abandoned altogether, or more usually, subsumed as properties of 
stronger categories.  
On return visits to the field I used focused questions (Spradley 1980 and 1979) 
formulated from the results of the analysis of the grand tour data, to seek confirmation 
of the existence of categories and their properties.  Again, older, weaker categories were 
subsumed by new or existing stronger categories.  As each new slice of data was read, 
new versions of the Categories and Properties was made.  Hard copies of all versions 
of the category and properties file were retained as a record of the data analysis process.   
A 'copy and paste' process was then used to make separate Data Reference Files  for 
each category and its properties; for instance, all the data identified as belonging to the 
property Audiences, of the category Performing, was entered into a data reference file 
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labelled Performing, together with all the data relating to all the other properties of this 
category.  Hard copies of these files were placed in manila folders; one folder for each 
category.  Each folder was labelled with the category for which it held data, and the 
properties of that category were listed on the folder's cover.  Thus a folder containing all 
data relating to the category Performing, pinned in batches according to the properties 
of the category, was developed.  Properties subsumed by this category included, by way 
of example, audience, concerts, parades and rehearsals. 
New sets of selected questions were used to guide further observation, interviews and 
data collection on return visits to the field.  A continuing process of collection, 
transcription and analysis for the identification of categories and properties and of data 
relating to them was followed.  This was a process of consolidation and refinement in 
preparation for the development of my reflections and theoretical propositions. 
As Categories and Properties were entered on the file, the numbers of the paragraphs in 
which supporting data were found was listed against them.  An oblique (/) indicated the 
beginning of each new slice of data.  Thus each category contains at least one paragraph 
number, the number of the paragraph or paragraphs at which supporting data is found.  
For example, the entry for the category Performing  is: 
Performing  
 maau  audience  
 /nil 
 /nil 
 /686 687 688 692 
 /1130-1 1139-1146 
 /1616 1620-2 1624 
 macu  public concerts  nil 
 /223 239 240 241 273 275 276 450 452 455 
 /561 607 612 613 615 616 621 642 643 659 676 677 684 685 734 
 /1140-76 
 /1408 
 mame  mess band 65 66 67 
 /nil 
 /nil 
 peen  entertaining  
 /nil 
 /nil 
 /517 560 595 604 
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 /1545 15567 1560 1593 1605 1628-32 
This set of numbers then serves as a record of the references in the data to the particular 
property.   
The continuing process of data refinement resulted in a generally, though not 
constantly, decreasing number of categories and a generally, though not constantly, 
increasing number of properties.  While the quantity of categories mostly decreased, 
new data generally produced new categories which were in turn refined so that they 
were subsumed by other dominant categories or merged with each other.  Similarly, 
new properties emerged and when refined were reduced in number.  As slices of data 
from the grand tour fieldnotes were analysed the categories consolidated and the 
framework for the emerging theory changed far less rapidly.  As categories and 
properties moved toward saturation point propositions were developed and these 
propositions served as guides to further data collection.  Conversely, the development of 
propositions increased as the framework became more stable and the quantity of data 
and the collection and analysis of data became more focused.  As the number of 
propositions grew, and as the data collected during the more focused observations was 
analysed, the dominant categories gradually became saturated.  The trends in this 
process were generally similar to those recorded by Battersby's (1981) in his quantified 
analysis process.  When saturation point was reached, analysis of data was 
discontinued; hence in the example above, my analysis of the category Performing 
ended at paragraph 1632. 
As Battersby's (1981) work neared completion nine categories had been consolidated.  
Of this nine, two were eventually discarded because there was little data of theoretical 
relevance.  A most important observation is that the two that were discarded were 
derived 
... almost entirely from structured interview responses, researcher initiated 
questioning and from questionnaire data.  Moreover, in contrast to the other seven 
categories ... little data [on these discarded categories] was collected by way of 
diary account or from unsolicited comments ... (p. 27) 
The research design of the present work heeds Battersby's (1981) implicit warning.  I 
wanted to employ the most naturalistic modes of data collection and analysis possible in 
order to avoid the intrusive influence of research tools which, by their nature, affect the 
research setting.  Similarly, I moved towards a more intuitive, less mechanistic method 
of data analysis.  While Battersby's method is more defensible in positivistic terms than 
mine, my use of reflective, intuitive judgement as a guide to the selection of 
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generalisable categories is consistent with the argument that, in naturalistic research, the 
researcher judgement and sensitivity are the main tools. 
The categories which remained at the end of the process of data collection and analysis, 
were, when taken to the point of saturation, used as the basis for the planning of the 
fieldwork chapters.  Each fieldwork chapter focuses on several categories, their 
properties and my reflections on them.  Where there are pertinent formal theories in the 
literature against which my reflections might be considered, then this was done; it has 
been, however, my intention to produce insightful reflections and, in the final chapter, a 
set of theoretical propositions, rather than to test any existing theory.  This is in keeping 
with the general aim of grounded theory and Glaser & Strauss's (1967) assertion that 
'Formal theory should enter only after the researchers have become convinced of its 
relevance ...'. (p. 250).   
 
Writing the ethnographic report 
The success of qualitative research depends upon the quality of the several stages of 
the collection and transformation of data but, in the end, it is the quality of the 
writing that is most important.  I found that the recording of fieldnotes, the writing 
of description, analysis, reflection and theoretical propositions, all stood between 
my understanding and the reader.  Writing is part of all of the other activities.  For 
me, it proved to be the most powerful tool of fine grained analysis.  It is the key 
activity in the process of transforming qualitative data.  Eisner (1991) says that:  
... one must be able to use language to reveal what, paradoxically, words can 
never say.  This means that voice must be heard in the text, alliteration allowed, 
and cadence encouraged.  Relevant allusions should be employed, and metaphor 
that adumbrates by suggestion used.  All of these devices and more are ... a part 
of the tool kit of those conducting qualitative inquiry. (p. 3) 
Glaser & Strauss (1967) concur.  They stress the necessity of providing evidence for 
conclusions and of couching the report in readable language.  The researcher may: 
... quote directly from interviews or conversation ... He can include dramatic 
segments of his on-the-spot field notes.  He can quote telling phrases dropped by 
informants.  He can summarize events or persons by constructing readable case 
studies.  He can try his hand at describing events; and often he will give at least a 
background description of places and spaces.  Sometimes he will even offer 
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accounts of personal experiences to show how events impinged upon himself.  
Sometimes he will unroll a narrative. (p. 119) 
Eisner (1991) discusses the value and importance of descriptive and interpretive writing 
styles.  Descriptive writing enables readers to '... visualise ... what a place or process is 
like ... the critic is attempting to help [people] understand ... the text should ... enable the 
readers to participate vicariously in the events described' (p. 89).  Eisner considers the 
qualities of interpretive writing styles; while descriptive writing '... can be thought of as 
giving an account of, ... interpretation can be regarded as accounting for.'  Good 
description makes vivid to others what has been experienced, while good interpretation 
explains its meaning (p. 95).  Examples of effective ethnographic writing styles are 
those employed by Roberts (1993), Wolcott (1990), Charlesworth (1989), Finnegan 
(1989), Kingsbury (1988), Sobel (1988), and Heath (1983).  They evoke the spirit of the 
communities they examine; the reader savours something of the flavour of the worlds 
described through the style of the writing employed.  Their work is replete with the 
devices listed by Glaser & Strauss; it is evocative, eminently readable, accessible to lay 
readers, and accessible particularly to professional readers to whom their work might be 
pertinent.  Their writing enhances the reader's understanding of the meanings the 
participants give to their worlds. 
Storytelling is one of qualitative research's distinguishing attributes (Wolcott 1994).  
Beare & Slaughter's (1994) description of story telling as '... probably the most powerful 
teaching medium humankind has ever invented' (pp. 133-134) does not seem to be an 
exaggeration.  We use storytelling to 'sing' into being that which we experience and 
value.  That is why I found Chatwin's (1987) Songlines so persuasive; his sense of 
storytelling demonstrates a sensitive probing for a sense of time, place, and 'the other' 
and a sense of awe and mystery about them too.  It has been my intention to follow this 
tradition of ethnographic writing.  I have sought to write in a style which is credible 
because it draws evidence for its conclusions from the data of lived experience and 
which captures something of the richness of the Kapooka Band ethos by quoting from 
interviews and conversations and fieldnotes.  Descriptions of events and places, the 
ritual of military ceremony and the graft of military training set among the beauty of 
lawns, forested areas, flower gardens, ponds replete with families of ducks, all 
protected, as it were, by silent relics of past conflicts and the unseen contents of barbed 
wire compounds, were important to the evocation of the ethos of the Kapooka Band.   
I intend that my fieldwork chapters will be a 'good read', a compelling story, and that 
my storytelling will enhance the credibility of my project as a piece of research.   
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Stories, soldier-musicians' tales, and my reflections 
As my quest is to understand the world view of others, it is important that I give them a 
voice, that I let them speak through my writing.  Yet, it is my voice which is doing the 
telling.  The voices of the writer and the written are intertwined (Aldridge 1993, p. 56).  
And it is me who is making interpretations, offering reflections.  Geertz (1988)  has 
explored this role of the presence of the author in writing about others.  He 
acknowledges that while the author needs to sound as though she or he has 'been there' 
both physically and in spirit, the writer cannot speak as a native: 
This capacity to persuade readers ... that what they are reading is an authentic 
account by someone personally acquainted with how life proceeds in some 
place, at sometime, among some group, is the basis upon which anything else 
ethnography seems to do - analyse, explain, amuse, disconcert, celebrate, edify, 
excuse, astonish, subvert - finally rests. (p. 143) 
As the ethnographer tries to persuade the reader to take their work seriously, they have 
to:  
... convince us ... not merely that they themselves have truly 'been there' but ... 
that had we been there we should have seen what they saw, felt what they felt, 
concluded what they concluded. (p. 16) 
To enhance this sense of being there, of having in fact sung a small part of the songline 
of the Australian military music tradition, I have used in the fieldwork chapters three 
literary devices: the first I call 'Stories', secondly 'The Soldier-Musicians' Tales' and 
thirdly I offer 'Reflections'.  In the stories I tell the reader what I saw, thought and felt.  
In the Soldier-Musicians' Tales I describe the actions and apparent feelings, and 
document the words of the soldier-musicians themselves.  These sections take their title 
from Stravinsky's work Histoire du Soldat (The Soldier's Tale) in which the narrator is a 
soldier.  In my Reflections I interpret my stories and their tales. 
In selecting illustrative tales from the soldier-musicians' interviews, I made the 
judgement that these tales reveal much about people's world views.  Their tales were 
about things that outsiders have no knowledge of, but may be fascinated by, because 
they see the public manifestations of these hidden activities.  A moving example of this 
is in Keith Walker's and Gary Poole's stories of their participation in the 75th Anzac 
Day Anniversary services at Gallipoli in 1990.  The Dawn service was broadcast live on 
ABC television in Australia and in other countries.  Keith's and Gary's accounts of the 
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event from their perspective as members of the band on that day were so valuable that 
they warranted inclusion in their entirety.   
Having made the judgement to include certain tales, I faced the problem of how to 
present them in such a way that readers would feel their impact as I did in listening to 
them.  Should I lift the stories straight from the interview transcripts with every nuance, 
every repetition, and every false start, redundancy, aside and every 'um and ah'?  Or 
should I dress them up by eliminating these impediments to the story teller's tale, and to 
the reader's ease of reading?  Or should I use my connoisseurship to edit the material, to 
tighten the story, to work over it as a writer can, but that an interviewee in a 
spontaneous, first time telling cannot?  I tested all three options.  In the end I chose the 
third option: I made the judgement that if the stories were to be attractive in print they 
needed to be expressed in a style suited to the print medium.  Later in this chapter (in 
the section called 'Ethical considerations: representing others') I will cite the example of 
one of the soldier-musicians reading his own words in a journal article of mine, and his 
expressions of embarrassment to me about the quality of his own language as it read in 
the print medium.  My judgement, based on my experience in writing this dissertation, 
is that the writer, with time to craft the interview transcripts into readable tales, neither 
alters their broad meaning about the issues under consideration, nor denies the subjects 
their own voice, especially if the subjects' own words are used as much as possible. 
I do concede however that if my readers were to have been present at the interviews 
themselves, or to hear the taped interviews, or even if they were to read the interview 
transcripts, their fine grained impressions of the interviewees would be different from 
that gained by reading my recast versions of their stories.  Spontaneous spoken 
language does not always read well in print.  The decision about the degree to which a 
writer should intervene in the tales of their subjects will depend on the writers' 
judgement.  Meaning depends in part on the form in which accounts are given; truths 
are not independent of the text in which they are embedded.  I have made the judgement 
that I am able to present the emic meaning of my subjects' tales in such a way as to 
resonate better with the experience of my readers in a polished recasting of their word to 
suit the print medium than I could in presenting the raw interview transcripts 
themselves.  The reader will be able to make a judgment about this by comparing the 
original interview transcript of Keith Walker's account of his role in the 75th Anzac Day 
Anniversary at Gallipoli which I give as Appendix item 5, and my recasting of it in 
chapters 9 and 11. 
 
[Appendix Item 5: Photocopy of sample interview transcript with codings]  
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Ethical considerations: representing others 
As I engaged in the process of writing, I became aware that the central problem in 
writing about others is that of what Barnes & Duncan (1992) call an '... entrenched 
problem of ethnography, that of representation.'  Representation, Barnes & Duncan say, 
poses two problems, the first is the epistemological one of: how do we know that what 
we say is what the natives believe? and the second is the moral question of speaking 
about others (p. 7).  As '... narratives, concepts, ideologies, signifying practices ... [are] 
each relevant to a realm of social action, and as they have no natural connection with 
the signified, their meaning is socially constructed and, therefore, variable ...' (p. 8).   
A salutary lesson about what Barnes & Duncan call the 'utterly problematic'  nature of 
writing in the post-modern world (p. 1) occurred in connection with an article 
(Bannister 1994) in which I cited interview material from three Band Corps subjects 
who, in this context I will call Commissioned Officer A, Non-Commissioned Officer B, 
and Musician C.  I sent draft copies of the article to A and B and two other 
Commissioned Officers (D and E) of the Band Corps, each with a written request to let 
me know of any reservation they had about the article appearing in the Australian 
Defence Force Journal.  I sat down with one of the subjects and talked through the 
article with him, mainly to check some matters of fact.  I did not send a copy to 
Musician C as he had left the Army and I did not know where he lived.  Because C was 
expressing criticism of the Army, I had given him a false name, a fact I acknowledged 
in the paper.  I asked A, B, D and E to check for factual error, and to see that I had 
quoted them correctly.  Further, I discovered later that the editor of the ADFJ had asked 
Commissioned Officer A to act as referee for the article.  Commissioned Officers A and 
E expressed enthusiasm for the article, Non-Commissioned Officer B found no problem 
with it, and the others simply did not reply. 
In due course the article appeared.  Responses from Commissioned Officer E and Non-
Commissioned Officer B were quick; E sent me a card of congratulations.  However, B 
rang to express his consternation about the way he was represented.  He readily agreed 
that: 
• I had published his words exactly as he had spoken them; and 
• he acknowledged that he had agreed to the publication of the article. 
Yet, seen in print, in a journal widely read by his Army colleagues, he felt that: 
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• his words did 'not read well'.  His language seemed 'not to flow'; 
• some  of his criticism of other personnel at Kapooka could bring him the enmity of 
others, especially of his superior officers. 
He had, immediately on receiving the Journal, sat at his computer and prepared a 
written version of his story.  He invited me to his home for coffee where he and I talked 
over the article and my dissertation, and he gave me the written story.  He assured me 
that he does want me to cite him, but in his written rather than oral mode.  He does want 
me to use his name.   
Then Commissioned Officer D wrote to me.  He said that:  
• 'the Colonel' had shown an interest in my article; 
• considerable discussion within the Defence Force had followed my article, and 
'Some have wanted to highlight to me the negative attitude of the soldier quoted in 
your article and suggest that such an attitude must be throughout [the] unit.  As this 
is an attitude I wish to dispel I will write to the Editor a brief statement which I will 
forward to you'. 
I phone Commissioned Officer D soon after receiving his letter.  He sensed my concern 
and was quick to assure me that there was 'no problem', 'no big deal' and that he wanted 
to proceed as per normal, but he just had to cover his tracks.   
 
A sense of collusion  
In summary I can say that the soldier-musicians seem keen to have their story told.  
They, or at least those with whom I have discussed the matter, say that the story should 
be told 'warts and all' but perceptions change when one's words are seen in print, and 
when they appear in a journal read by colleagues, one's words have a heightened 
presence.  Soldier-musicians are very sensitive about how they are represented because 
they themselves are employed as symbolic representatives of the Army and its traditions 
and values.  They are concerned about how they will be perceived by members of other 
sections of the army, and especially by their superior officers.  Their story, seen though 
the filter of my perception, is bound to be different from their story as they would 
present it.   
Soldier-musicians live in a world of what I have described in chapter 8, as Army 
Formality.  One has only to look at their iconography.  When soldier-musicians publish 
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drawings or photos of themselves they appear carefully groomed and in ceremonial 
uniform, often posing with an air of order and dignity.  Until recently they constructed 
themselves as symbols of masculine values but now that there are female soldier-
musicians there is a similar process of construction of a new feminine soldier-musician 
image. 
To be represented in ways contrary to this formal military style of representation is 
contrary to their preferred image of themselves.  This is especially true when the 
representation is circulated among military colleagues.  I had followed a similar 
procedure with an article published in the proceedings of a music education conference 
(Bannister 1993).  Here I received no objections; these proceedings are not distributed 
among soldier-musicians.  As Barnes & Duncan (1992) put it, the meanings of texts are 
not fixed: they are culturally, historically, and perhaps even momentarily and 
individually variable (p. 6).   
When an author writes about others, there is a sense of what Erving Goffman (1959, pp. 
174-202) called collusion.  Whenever two people discuss a third person in the third 
person's absence, they are engaging in a form of collusion.  In this respect artists and 
social scientists in fact engage in collusion as an everyday activity.  We all talk about 
others in their absence.  We all collude.  Human interaction could hardly be possible 
without reference to others.  Of course, the important thing is what we say, how we say 
it, and what kind of message we get across about the absent party.  We need to be 
cognisant of the 'human' dimensions of our 'human subjects' and we need to keep their 
best interests in mind.  It is this concept of collusion and the scholar's method of 
handling it, that I believe to be the nub of the problem of representing others. 
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Singing a history 
In the Preface  I wrote of the ethical dilemmas I faced in writing about 'others'.  I said 
that my decision to use real names rather than false ones, at the risk of embarrassing the 
soldier-musicians, was a critical one.   
Anthropologists and ethnomusicologists have long recognised the ethical problems 
inherent in the representation of others.  Where there is a possibility of embarrassment 
to the subjects, false names may be given (see for example Kingsbury 1988) or they 
may be identified by a code (see for example Roberts 1993, 1991a and 1991b).  Yet 
many have considered it better to identify their subjects rather than to render them 
anonymous.  Finnegan (1989) for instance, in writing about community musicians in the 
English city of Milton Keynes, names certain individuals because, she explains, 
musicians take pride in their work, they crave rather than fear publicity, and importantly 
for her study and for mine, she says 'I see no reason to try to give the impression of 
spurious generality or objectivity by concealing their names or their locality'.  And, 
ultimately, Finnegan says that any attempt on her part to conceal her subjects' identities 
would have been impossible (p. 346-347).  Similarly, Meek (1987), who studied an 
Australian tertiary college explains, '... there is only one CAE [College of Advanced 
Education] in eastern Victoria and it would have been nonsense not to have used the 
real names of people and places' (p. 209).   
I too have little real choice as to whether or not to identify either the band or its 
individual members: there is only one Australian Army Band which carries out the 
particular duties of the Kapooka Band.  They, and the wider Band Corps, know that I 
am writing the dissertation about them, and I have undertaken to furnish the band with a 
copy of the finished dissertation.  Thus the identity of the band cannot be concealed.  
Imagine too the difficulty of trying to conceal the identity of the individual soldier-
musicians; each has a gender, a rank, an instrument and other readily-identifiable 
characteristics.   
Anthropologist Morphy (1991) makes a cogent defence of the use of people's real 
names, on other grounds: 
In principle I am against disguises since anthropologists are writing other 
people's history, and much of the usefulness of history is lost if it is impossible 
to connect it with real people and places. (p. xiv) 
I stress that the most compelling reason for using real names is that the story I write is a 
story which belongs to the soldier-musicians.  It is inevitable that the songline will be a 
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product of my perception and prejudices, as well as my skills and training, so just as I 
identify the soldier-musicians, it is neither possible nor desirable to conceal my 
presence from the reader.  To this end I have written generally in the first person.  In 
doing this I acknowledge and account for my presence, and I accept responsibility for 
the subjective nature of the representations I make. 
In the end, the problem has no completely satisfactory resolution.  I suspect that Meek 
(1987) is right when he says that 'Anyone contemplating doing a case study must be 
prepared to live with a degree of hostility' (p. 210).  On the other hand, I have done as 
Peshkin (1984) advises: I have tried to observe the canons of 'proper behavior' (p. 254) 
as I write about the soldier-musicians because that is about all one can do.  The 
implication here is that researchers must be sensitive to the interests and well-being of 
the subjects.  Researchers also have responsibilities to the world of scholarship, to their 
own personal integrity, and to society.  And, like Hemmings (unpub.), and Cocklin 
(1992), I believe that the significance of my study outweighs the ethical problems which 
arise. 
 
Critique of method 
Despite the development of a long, substantial and well-articulated argument about their 
value, qualitative modes of inquiry have not yet earned the general level of trust which 
the scholarly community has for the positivistic modes (Eisner & Peshkin 1990, pp. 1-
7).  Yet as qualitative research continues to make a growing and useful contribution to 
knowledge, the distrust is abating.  Retallick (1988) concludes that 'The dominance of 
the empirical-analytical program, also known as positivism, has been dented by 
oppositional advocates of interpretive research and an emerging synthesis in the form of 
critical research' (p. 153).  Sharp (1982) detects a level of scholarly acceptance of 
ethnography so high that '... it threatens to become - at least in the sociology of 
education - the new orthodoxy, where previously it has been extensively criticised as 
being "unscientific" or "subjective"' (p. 48). 
Critics of qualitative research have argued that qualitative research is bound to lack 
validity, reliability and generalisability, on the grounds that the researcher - a person, 
with all the inevitable strengths, weaknesses and biases that persons inevitably have - is 
the principal research tool, and that 'scientific' procedures are not used.  In short, the 
positivistic critique of qualitative work says that reliability, validity and generalisability 
are low in this kind of research because of the unreliability, in a 'scientific' sense, of the 
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researcher, and of the informants.  Despite the scepticism of the positivists, qualitative 
researchers have mounted a strong defence, particularly over the last two decades.   
 
Validity 
McPherson (1987) poses the question: How efficiently does the research instrument 
measure what it is required to measure? (p. 15).  For qualitative researchers who accept 
that validity is an appropriate requirement of research (and many do not) the question, 
put more specifically, becomes: How well does the research outcome represent a 
credible picture of the social world of the study?  I recognise my inevitable subjectivity 
by extending the question thus: How well does the research outcome represent a true 
picture of the social world of the Kapooka Band, as understood by the soldier-
musicians, as understood by me?  Wolcott's (1990) examination of validity in a bizarre 
and dramatic account of a disastrous personal relationship, shows how complex the 
concept of validity becomes when one is discussing the nature of perceptions of human 
experience.  Positivists argue that subjectivity should be strenuously controlled, and 
because this control is not possible in qualitative work, validity must be low.  
Qualitative researchers retort that all research has subjective elements and that rather 
than try to control such subjectivity it should be acknowledged and described and its 
role in the research assessed.  It is, they say, an integral part of all research and 
particularly research which is concerned with human experience.   
Qualitative researchers have presented two main arguments about validity in their work.  
The earlier of these proposes that its internal validity is extremely high because the 
researcher's work can be corroborated by the subjects of the study; the participants 
would recognise as accurate the researcher's account of their world.  A more recent 
argument says that validity should now be rejected by qualitative researchers as a 
measure of their kind of work.  Glaser & Strauss (1967) argue that credibility is in fact 
that which should be sought (p. 299). 
Owens (1982) equates validity with trustworthiness.  He  argues that: 
... the adequacy of naturalistic research design and execution may be judged in 
large part by the procedures followed to increase its trustworthiness in the 
research proposal, execution, or report stages.  Trustworthiness involves 
plausibility, consistency, interconnectedness, and accurate detail - in short, 
validity. (pp. 18-19) 
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Owens (1982) goes on to say that plausibility, an essential element of trustworthiness, is 
sought by the corroboration of evidence, accuracy of insight and perception, and the use 
of thick description (p. 19).  He also lists a number of ways of achieving plausibility in 
qualitative work, including the use of an appropriate writing style, sound documentation 
and the constant checking of data from several sources on several occasions, 
information obtained according to ethical principles, and presented in an attractive, 
well-organised jargon-free style, with well-interconnected parts.  The writing '... must 
clearly convey understanding and insight through thick description' (Owens 1982, pp. 
16-19).   
Wolcott (1990) rejects the notion of validity as a goal for interpretive research and 
suggests that what we ought to seek is in fact understanding.  In doing so he subscribes 
to the essence of Verstehen, the search for understanding, the philosophical basis in 
which my study is grounded. 
 
Reliability  
Tuckman (1978) articulates the positivist view of the importance and nature of 
reliability in research.  The focus of Tuckman's book is the statistical analysis of data in 
experimental positivistic research.  He implies that statistical measurement of data is a 
near-to-foolproof method of discovering objective truths about human behaviour.  This 
positivistic belief in the reliability of statistical measurement has been questioned by a 
number of writers including Lieberman (1971) and a commentator in the Economist 
(1986, pp. 84-85).  Both writers demonstrate that statistical analysis is by no means 
infallibly reliable.  Statistics can, of course, lie; they can be erroneous, misapplied and 
manipulated. 
Le Compte & Goetz (1982) identify five ways in which ethnographers can  enhance the 
reliability of their work.  They should 
 i) identify and describe the researcher's role in the research; 
 ii) describe the subjects and their background; 
 iii) describe the settings in which the observations took place; 
 iv) identify and describe methods of data collection and analysis; 
 v) explain and outline the theoretical frameworks which guide the study.  
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Typically, the ethnographer describes his or her background and attitudes in order that 
the research will be seen as his or her own reliable, rigorously researched, account of 
the situation.  Here what is sought is '... internal coherence between a study's theoretical 
framework, methodology, data and findings, i.e. internal reliability' (McPherson 1987, 
p. 15). 
Frake (cited in Sanday 1979) says that the adequacy of ethnography is to be evaluated 
'... by the ability of a stranger to the culture (who may be the ethnographer) to use the 
ethnography's statements as instructions for appropriately anticipating the scenes of the 
society' (p. 529).  Sanday (1979) presents the general criteria for the evaluation of 
ethnographic work thus: 'If, after having completed the ethnography, the observer can 
communicate the rules for proper conduct as judged by the people studied, he or she has 
produced a successful product' (p. 529).   
 
Verstehen as a goal 
It has been my intention that this thesis meets the criteria set by Frake and Sanday.  
Whether or not these criteria amount to Wolcott's (1990) understanding, Owen's (1982) 
trustworthiness, Glaser's & Strauss's (1967) credibility or, in some sense, validity, 
seems to be largely a matter of how the words are employed rather than a radical 
diversity of opinion about criteria for qualitative research.  It has been my intention to 
attain a large measure of all three in my study; nevertheless, of these three, 
understanding (the essence of the Verstehen philosophy) is the  goal of my dissertation.  
 
The historical context 
The criticism is often made that ethnographic studies tend to ignore the historical 
antecedents of the phenomena they report.  In studying social life, the ethnographer is 
studying a particular social group at a particular time and in a particular place.  
However, description of the present alone cannot properly capture the historical forces 
and influences which have shaped the subjects and their world.  It is difficult to escape 
the historical context of the ethnographic present in the soldier-musician setting because 
the soldier-musicians are consciously engaged in the preservation and transmission of 
military traditions.  This historical context will be apparent in the fieldwork chapters, 
but  in chapter 5 I trace the history of the Kapooka Band from its antecedents in ancient 
Europe.   
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Summary 
In this chapter I have described the concept of 'world view', and described how I used 
the ethnographic research strategies of participant observation and interviewing, and a 
process derived from grounded theory for the collection and transformation of data to 
examine the world views of soldier-musicians in the Kapooka Band.  I traced the 
philosophical tradition in which my work is grounded, and outlined some ethical 
dilemmas I met in doing fieldwork and in representing the soldier-musicians.  Finally, I 
defended my method from some of the criticisms it might attract. 
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 CHAPTER 5 
THE MILITARY BAND HISTORICAL CONTEXT  
 
Introduction 
In this chapter I trace the antecedents of the Australian Army Band Kapooka from their 
beginnings in ancient Europe to Kapooka in 1989, the time of my fieldwork.  I outline 
this historical background with broad brushstrokes rather than fine detail, as it is beyond 
the scope of my dissertation to develop a detailed history of either military bands or of 
the Kapooka Band itself.  I review the key literature on the history of military bands in 
Europe, and analyse the few available primary documents on military music in 
Australia.  The Australian Army owes much to its British heritage (Stanley 1991).  The 
Kapooka Band, and the Australian Army Band Corps, grew from the tradition of British 
regimental bands; hence my geographic focus is Britain, its Continental European 
influences, and Australia. 
 
Writing history 
Human experience can be properly understood only in the context of its historical 
antecedents.  While this axiom of social scientists is true for all institutions, its truth is 
especially evident in regard to the military because just as military personnel defend life 
and property, they also defend values and traditions.  The soldier-musicians play a 
special role in preserving and transmitting these values and traditions through the 
performance of traditional music in the context of traditional military and civilian 
patriotic ceremonies.  Soldier-musicians' world views are thus shaped by contexts 
characterised by carefully nurtured traditions of ceremony, army formality and 
ceremonial music; contexts established and nurtured by previous generations of soldiers 
and civilians.  Uniforms, accroutrements, instruments, movement and music, and 
symbolic representations of this history, are the very stuff of their work.   
My historical overview begins with an assessment of the available historical sources of 
military band history.  It falls into three main sections: for Europe to about 1900; for 
Australia from 1788 to 1945; and for Australia from 1945 to the present.   
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European sources 
George Henry Farmer and David Whitwell are the doyens of military music 
scholarship.  Farmer's books are meticulously researched, usually from primary 
documents, and they are comprehensive and detailed.  Farmer's publications ran from 
1904 to 1965 and his work reflects its historical milieu; his History of the Royal 
Artillery Band 1762-1953, for instance, is a reworking of his Memoirs of the Royal 
Artillery Band of 1904, and in it he explains that the earlier version was not referenced 
because the military documents he used were 'classified' (p. x).  His particular interest is 
on the British military music tradition.  Farmer's books, British Bands in Battle (1965), 
History of the Royal Artillery Band (1954), Handel's Kettledrums (1950), Military 
Music (1950a), and The Rise and Development of Military Music (1912), are the main 
works on the British military band tradition.  In his later work (Farmer 1954 and 1950) 
his referencing is meticulous, and he is painstaking in his discussion of the reliability of 
his sources. 
While Whitwell's work is about wind bands in general, he has much to say about 
military bands in particular.  It is well researched, always meticulously documented, and 
it integrates the study of wind bands in court, church and military.  Whitwell discusses 
developments in these institutional settings in European countries, particularly England, 
France, Germany, Italy and Russia.  The soldier-musicians' terms of employment and 
their remuneration are recorded.  Whitwell's discussion of the work, the 
instrumentation, and the repertoire of the wind band is admirable.  He acknowledges the 
importance of the work of Farmer, and while he often draws on Farmer, Whitwell's 
work supersedes Farmer's as it is broader, more recent, more detailed and especially, it 
is less militaristic in tone.  Whitwell (1984, 1984a, 1983, 1983a, 1982) provides a 
comprehensive history of wind bands from their European beginnings to 1900.  In 
summary, Farmer and Whitwell offer thorough, narrative accounts of the factual 
material available in documentary sources.  Though we are able to extrapolate 
something of the flavour of life in military bands in the past from Farmer's and 
Whitwell's documentary evidence, the social history of soldier-musicians, the kind of 
history which would best enhance our understanding of the soldier-musician experience 
in the Kapooka Band, is not their primary concern.  
The work of Hind & Baines (1980) and Squire, Farmer & Tarr (1980), in their articles 
in The New Grove Dictionary of Music and Musicians,  are well-researched summaries 
of military music and military calls.  Both articles give bibliographies which include 
modern and historical works in German, French and English with discussion on 
instrumentation, performance technique, repertoire and composing and arranging for 
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military bands, 'memoirs of bandsmen' and general historical outlines of particular 
military bands. These summaries draw on the work of Farmer.   
Binns' (1959) book is a perplexing one for the researcher; he builds his history of the 
Royal Military School of Music, Kneller Hall, with meticulous reference to primary 
source materials, yet he is often unclear about dates of events and just which individuals 
were responsible for which developments.  He uses military and governmental terms 
and titles in ways which leave their meaning unclear.  Nevertheless the book has an air 
of authority because it continuously quotes verbatim from the original sources; it is the 
identity of the sources which is not always apparent.  Binns does not use a citation-
referenced indexing system and does not include a bibliography.  He does, however, 
acknowledge Farmer as an '... authority on all aspects of Military Music ...' and says that 
he '... draws on him freely...' (p. vii).  Since its establishment the school has been the 
administrative and educational hub of military band development in England and until 
recently, Australia.  Themes treated by Binns include the financing of bands, the 
training of soldier-musicians, the training of bandmasters, and the duties of the bands.  
 
Australian sources 
There is little historical research on military bands and their music in Australia.  
Moore's (1987) account of The First Fleet is built on a thorough search of primary 
documents to build a picture of the lives of the original European inhabitants of Sydney 
Cove; interestingly, all references to music are exclusively concerned with ceremonial, 
military music led by the musicians and drummers of the Marine Corps.  Covell's 
(1967) chapter on colonialism sets military music in the social, political and musical 
context of the time; he argues that military bands were the staple of NSW's music for 
the first forty or fifty years, and that in fact Australia missed much of the rich 
intellectual and musical heritage of Europe.  He makes the point that Australia's early 
music owes much to the military, in comparison to that of the United States of America, 
where their tradition is based in church music (ch. 2).  
Three 'in house', unpublished documents, compiled by the soldier-musicians themselves 
(Newman c.1970, Quinn c.1988, and Sillcock c.1989), were available for the Post 
Second World War period.  Another (Sharp c.1992), provides a useful account of the 
establishment of the Kapooka Military Area, though it has no references to the Kapooka 
Band.  All four documents provide invaluable bases from which formal histories might 
be written.   
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Les Sharp, a supervising draftsmen employed by the Department of Defence, is writing 
a history of the Kapooka Miliary Area.  His brochure Kapooka: The First Fifty Years, 
outlines the Area's history to 1992.  Lieutenant-Colonel Tony Sillcock, Director of 
Music-Army since 1986, in his Introduction to the Australian Army Band Corps, 
summarises the Corps' work, its history, and its organisation.  Paul Quinn, Staff 
Sergeant of the Kapooka Band at the time of my fieldwork, wrote a 15 page The 
History of the First Recruit Training Battalion Band in which he outlines the band's 
history to 1988.  He records details of the changing administrative status of the band, its 
Commanding Officers, and an outline the band's performance history.  Colonel R. A. 
Newman compiled his 65 page The History of the Australian Army School of Music, at 
the end of his career in the Australian Army in 1971.  On retirement he held the position 
of Director of Music.  The document is undated but internal evidence suggest that the 
document covers the period 1952 to 1970.   
The Band Corps' former Honorary Colonel, Brigadier J. J. Shelton, is aware of the 
importance of military music's long tradition to present practice.  Shelton has collected 
documents from which he has begun to write a history of the Band Corps.  In discussing 
the importance of tradition to military music he remarked to me that 'Even The Minstrel 
Boy was a soldier-musician ...'; 'The Minstrel Boy' is a British folk song which was 
adopted as the march of the Band Corps in 1982.  
It is time now to recount the history of military bands in Europe; Farmer's and 
Whitwell's work are the main sources of this outline. 
 
European history 
War and music seem to have been integral elements of human culture from earliest 
times.  As war depends on communication for its execution, and as it incites expressive 
responses to the profound emotional experience it generates, it is not strange that music 
seems always to have been afforded an important connection to war.   
 
Ancient Europe 
The earliest evidence for humankind's use of music in ritualistic settings are depictions 
in European cave paintings in the period 30000-10000 BC.  Later, evidence for the use 
of music in war can be found in the writings of Plutarch, Homer and Xenophon.  Roman 
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soldiers spread military music across their conquered territory (Whitwell 1982, pp. 4-
51). 
 
 
Middle ages and renaissance 
Wandering minstrels kept wind music traditions alive in the early middle ages, but 
widespread objection to them and their music restrained the development of wind 
ensemble music until the late middle ages.  By the end of the thirteenth century 
minstrels also played for entertainment purposes.  Later, as greater numbers of 
musicians were employed, and instrument building technology developed.  In the 
fifteenth century these bands of musicians began to wear uniforms.  Similar 
developments took place in the other main European centres (Whitwell 1982, pp. 53-
132).   
Whitwell's (1982) list of instruments of 'the middle ages' includes shawms, bagpipes, 
cornetti, flutes, sackbuts, trumpets, small drums and timpani (pp. 255-265).  As 
sixteenth century instrument technology improved, bands became larger and consorts of 
four to eight instruments developed.  This enabled an homogenous ensemble timbre to 
be created.  Wind bands remained more important than string ensembles until the 
seventeenth century, but it was not until the seventeenth century that true military music 
was established along with standing armies and the revival of the ancient Greek practice 
of coordinated marching to music.  In the sixteenth century military musicians still 
played flutes and drums and, in the field, trumpets.  Their repertoire consisted mainly of 
calls and signals (Whitwell 1983a, pp. 10-13). 
As permanent armies were established, rulers took a greater interest in military 
organisations.  Machiavelli (1669-1727) recommended that coordinated marching to 
music should be introduced to enable soldiers to move in a well ordered way.  The style 
of the music '... would inflame, or quiete or staie the minds of men ....'.  He suggested 
too that trumpeters should stand near the commander as they played their signals as 
their sound would '... inflame the armie ...' and be heard at a distance.  During the 
sixteenth century, musical signals came to order the daily lives of soldiers in greater 
detail.  Zarlino observed that 'Such a custom is still observed in our time, so that one of 
the two fighting forces does not assault the enemy unless urged by the sound of the 
trumpets and tympani, or by some other musical instrument.'  Whitwell makes the 
critical observation that '... these signals were more than a form of communication, they 
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were part of the formal ritual of war itself' (Whitwell 1983a, pp. 10-13).  This 
observation is critical in the sense that already the soldiers were using the signals as 
ritual elements.  Contemporary warfare no longer requires functional calls and signals, 
but service bands maintain extensive repertories of them for use in ritual.   
 
 
Baroque 
As musicians accepted the challenges and opportunities afforded by a growing 
acceptance of secular music and instruments in sacred music, so too did they revel in 
the possibilities afforded by improved instrument design and technology.  Thus 
opportunities for instrumental musicians developed more rapidly after the sixteenth 
century.  Whitwell (1982) summarises developments in wind music in the Baroque 
period as: 
• Renaissance instrumentation continues for the first half of the Baroque period, but 
classical instrumentation is developed in the second half; 
• the wind bands adopt general Baroque characteristics in their music; and, 
• independent military bands are established (pp. iii-vi). 
Frederick Wilhelm, Elector of Prussia from 1640 to 1688, in effect appointed the first 
true military band.  At about this time musicians first went into battle with combat 
troops (Whitwell 1983, pp. 113-114).   
The main achievements of wind ensemble musicians in the Baroque period were: the 
adoption by German-speaking musicians of 'Turkish music' (cymbals, drums and 
timpani) in the late seventeenth century (Whitwell 1983, p. 117); the metamorphoses of 
the Harmoniemusik from the instrumentation of the Renaissance bands; and the 
development of skills and repertoire of trumpeters.  The Harmoniemusik were 
ensembles of five to thirteen musicians which always had as their nucleus either two 
oboes, or two clarinets (or sometimes all four), plus two horns and two bassoons.  The 
Harmoniemusik formed the wind choir of the Classical orchestra and all later military 
bands (p. 1).  The adoption of oboes in the mid-seventeenth century is a major turning 
point in the instrumentation of military bands, seem to have had about four to twelve 
members (Whitwell 1983, p. 133). 
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It is in these bands of the seventeenth century that the earliest readily recognisable roots 
of the Kapooka Band take shape.  Like the Kapooka soldier-musicians, members of 
these bands were regarded as non-combat soldiers and it was unacceptable to harm 
them.  Drum majors had the responsibility of keeping the musicians in order.  
Trumpeters and drummers were mainly responsible for performing military signals.  
Initiatives of lasting importance taken by soldier-musicians of the Baroque centuries 
were the establishment of the first military schools of music, the introduction of public 
concerts, the development of the practice of marching to music, and the writing of 
march music.  Military schools of music were established in Prussia in the seventeenth 
century, and in Germany a little later.  The Prussian Army Music School was 
established in 1724 (Whitwell 1983, pp. 117-145).  British bands - and through them, 
Australian bands - were greatly influenced by the German and Prussian traditions.  
Farmer (1954) reports that the Royal Artillery Regiment engaged its initial contingent 
of musicians from Germany in 1762.  German musicians also found work in a number 
of other British regiments (pp. 9-11)   
Soldier-musicians of the seventeenth and eighteenth centuries developed the practices, 
skills and repertoire from which the great flowering of military music of the nineteenth 
century grew after a period of relative stasis in the classical period. 
 
The classical period 
As military bands in the first half of the eighteenth century felt the competition of the 
rising symphony orchestras, their development slowed.  The classical period (c.1750-
c.1827) was one of consolidation in the military music tradition.  During this period the 
Harmoniemusik became securely established, multiple clarinets were adopted as the 
main melodic instrument, and black African musicians were employed to play the 
Turkish Music, the percussion.  Concert performances began to became part of the 
military band's duties (Whitwell 1984a). The Harmoniemusik, pairs of oboes, clarinets, 
horns and bassoons, formed the nucleus of all later military bands.   
 
The nineteenth century 
Military musicians made their greatest musical achievements in the nineteenth century 
as they responded to nationalistic and militaristic attitudes, and the proliferation of 
standing armies and citizen militias.  Musicians in military bands, as well as those who 
played in orchestras and the opera reflected these developments; they used larger 
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instrumental forces, wrote and performed technically more ambitious and longer pieces, 
and took advantage of - and encouraged - improved instrumental technologies.  In turn 
they attracted larger public audiences into larger indoor - and for the military bands, 
outdoor - venues.  In this nineteenth century flurry of activity Whitwell (1984) identifies 
the two main musical reasons for the rise of military bands as: 
• their directors were eager to employ the new and improved instrumental 
technologies of time; and 
• many of these ensembles were of better quality than were the orchestras of the time 
(pp. iii and 112). 
The rich legacy of military music of the Romantic period is transparently evident in 
Australian service bands, and in the West generally, today.  In Whitwell's (1984) 
description of nineteenth century developments in British military bands, the form of 
present day British and Australian bands takes a firmer shape.  Professional 
bandmasters, appointed as military officers, eventually replaced the amateur, foreign 
bandmasters which were common in the eighteenth century and the earlier part of the 
nineteenth century.  Governments gradually accepted the financial responsibility of the 
bands where military officers had previously financed them from their private 
resources.  As instrument designers developed better instrument technology, brass 
instruments became more useable.  They displaced in part the predominantly woodwind 
instruments of the Harmoniemusik as their timbres were much more suited to outdoor 
playing.  Here the most critical advances were Adolph Sax's invention of the 
saxophones, the long sought invention of piston valves for the brass instruments, and 
refinements to the flute, oboe and clarinet.  Piston valves enabled the construction of 
reliable, fully chromatic brass instruments other than the slide trombone.  Saxophones 
and piston valved instruments are of course now standard instruments in military bands.  
The development of a large, often quite sophisticated repertoire of military band music 
complemented these technological advances.  
The military musicians of Prussia were pre-eminent in this growth of military music.  
Prussian innovations in instrument design and band instrumentation, public concert 
giving, and the development of repertoire affected British military music.  The Prussian 
cavalry employed a trumpet corps to play signals.  The Prussian Army School of Music 
opened in Potsdam in 1724.   
Here, in these Prussian developments, we can identify the historical beginnings of a 
dichotomy which is central to this dissertation; Whitwell (1984) reports that the earliest 
Prussian bandmasters were military experts rather than musicians (p. 22).  Later, this 
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emphasis was to change; the bandmasters were to become more highly skilled 
musicians.  Today, as we shall see in later chapters, the soldier-musicians of the 
Kapooka Band debate with some vigour the question of just what skills their senior 
officers should have.  The debate centres around the soldier/musician dichotomy which 
I address in this dissertation. 
The Australian Army Band Corps' role in events like the Bicentennial Army Tattoo 
1988, and its participation in an Australian tri-service band at the Royal Tournament in 
London in 1987 are testimony that these romantic notions of grand spectacle still reign 
strong in the military band world.  One could safely predict the Band Corp's role in the 
ceremonies of the Olympic Games in Sydney in the year 2000 will ensure that this 
nineteenth century practice will survive into the twenty-first century. 
The march, the musical form most played by contemporary military musicians, had 
identifiable beginnings at least as early as the beginning of the eighteenth century.  
Whitwell (1984) shows that the march form grew from an Hungarian dance style called 
verbunkos, a military recruiting dance.  Memorisation of marches had been practiced in 
Prussia but, in 'an historical decision', King Frederick Wilhelm III in 1817, decided that 
all marches would henceforth be committed to notation (p. 23).  Wilhelm's decree 
ensured that marches were disseminated more readily.  By mid-century the modern 
march form had appeared in the heart of the Austro-Hungarian Empire and by the end 
of the century its essential characteristics could be heard in Germany, Austria, America, 
Russia and even China.  The most popular of these new marches was J. Strauss's 
Radetzky-Marsch (pp. 67-69).  The Radetsky-Marsch was played in a public concert in 
1990 by the Kapooka Band. 
 
'The conductor's baton and the corporal's stick ...' 
Whitwell (1984) argues that the performance standards of nineteenth century military 
bands was high and their public presence ubiquitous.  He quotes observations made by 
composers including Berlioz and Wagner, travellers and other contemporaneous 
observers to support his claim.  The bands gave frequent public performances, they 
played a repertoire of light 'classics' and popular music, and as there were few concerts 
by other ensembles, the bands became favourites with the public, especially in the 
second half of the century.  He argues that standards were particularly high in France, 
but though military bands were very popular with the public in England, he is of the 
opinion that the attention to aesthetic aspects of performance was minimal, though there 
were pockets of exceptions to this. The Royal Artillery Mounted Band is an exception; 
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it sought to play transcriptions of music by Mozart, Haydn and Beethoven at a high 
artistic standard (pp. 110-143).  Farmer (1954 and 1950) also championed the cause of 
military bands against those who criticised their work as trivial.  He argued that their 
technical prowess was admirable and that they brought fine music to the 'toiling 
millions'.   
Eduard Hanslick (1825-1904), the noted philosopher and music critic, attributed the 
high standard of military bands to the military discipline they used as a foundation for 
their music making.  Hanslick (cited in Whitwell 1984) encapsulates a nineteenth 
century image of the nineteenth century military band, and raises aesthetic dichotomies 
which are still familiar to military musicians.  The soldier-musicians of the Kapooka 
Band would recognise Hanslick's reflections on a military band concert of Berlioz' 
music in Prague: 
In this form, the regimental band emerges out of its purely military role and 
reaches higher artistic purposes.  These are the so-called 'Garden concerts' by 
which the military bands offer the court a favourite recreation and often give 
small cities a full artistic musical experience.  The many and strenuous rehearsals 
... allow us to see the value of military subordination for artistic reasons; no 
conductor of any civic orchestra would have been able to manage this 
performance at that time.  It may go against some idealistic theories that art could 
be encouraged through something so very different from personal freedom as 
subordination, however it is so.  Every art has its technique, one facet of which 
can only be developed through constant work, and this technical side is even more 
important in the work of many together than by the individual virtuoso.  The 
conductor's baton and the corporal's stick both have the purpose of bringing many 
heads together under one hat ... where artistic subordination joins with the 
military subordination, 'a good sound results'.  In the Garden concerts or other 
non-military performances the military bands are in a better position than other 
mediums to pursue purely artistic goals.  The position of the conductor here 
appears more independent, the selection of repertoire more free, and the means 
more complete.  In any case, from these favourable conditions springs a stronger 
obligation to art. (Whitwell 1984 pp. 112-113) 
Soldier-musicians in the Kapooka Band will recognise Hanslick's propositions.  The 
pursuit of 'higher artistic purposes' beyond military ceremonial music, the presentation 
of 'full artistic experience' in performances where the musicians themselves have some 
choice of repertoire, the argument that military discipline serves the attainment of 
artistic ideals, and the belief that fine instrumental technique is an essential prerequisite 
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to artistic performance, are all familiar to soldier-musicians today.  Kapooka Band 
members will recognise too that beyond Hanslick's serendipitous account lie complex 
layers of a mundane reality.  The tension between the requirement to perform much 
ceremonial music, and the desire to play music of better aesthetic quality; the tension in 
selecting concert repertoire which attracts an audience, is acceptable to the army, 
satisfies the musicians themselves; the hazards of negotiating army rank and discipline 
codes; and the frustrations of trying to develop and maintain an instrumental technique 
while working as a soldier-musician, are problems of which neither Hanslick nor the 
twentieth century public can be aware.  
 
 
 
Australian history 
Early Australia 
The nineteenth century European quest for romance, the pursuit of adventure, a sense of 
boundlessness and searching, and the self confidence in their own merit is matched by 
an unbridled nationalistic sentiment.  While this ethos is reflected in the music of the 
time, it is also reflected in the desire to dominate the physical world, a desire fuelled by 
a sense of self-righteousness, and the pursuit of material wealth.  While those Europeans 
who had sufficient material and social capital revelled in their burgeoning culture, the 
experience of those they sent as convicts, soldiers, and settlers to the Australian colonies 
was quite different.  Colonial Australians were occupied by the necessity to feed and 
shelter themselves, to carry out their work tasks, and to husband the land and dominate 
its indigenous people.  Music was an important element in this quest to establish a 
dominant European presence in Australia.  Radic (1991) takes a critical view of this use 
of music as an agent of colonisation.  Music, she says, was used to represent a distant 
power and the military bands were used to accompany the suppression of the aborigines 
and the poor Irish (pp. 9-10).  
 
[Appendix Item 6: Photograph of the model of the 'Royal (sic) Marine Drummer: 
First Fleet 1788' in the stairwell of Meares House, the administrative centre of the 
Defence Force School of Music, Watsonia.  In fact the British Marines did not 
receive the Royal title until 1802 (Royal Marines 1971, p. 6)] 
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 Military musicians played an important role in the musical life of the colonies.  Moore 
(1987) records that of the 212 'naval soldiers' of the British Marine Corps, eight were 
drummers (pp. 16-22).  On the 30 January 1788 the '... dinner mess drum was to be 
beaten at noon ...', on 2 February a drum roll was played to assemble a compulsory 
parade for 'the battalion', and on 7 February '... at 11.00 a.m the detachment, under arms 
and with colours flying and band playing, formed a guard of honour to receive the 
governor ...', in the ceremony at which Govenor Phillip's commission was read to the 
public.  Then 'The marines then marched past accompanied by the band which played 
several pieces "suited to the business".'  Unfortunately, Moore's search does not reveal 
the name, the instrumentation or the status of the band.  Nor does it reveal much of the 
musical repertoire for these occasions.  It does, however, reveal that on the evening after 
the Governor's commission was read, the band played the first section of God Save the 
King between each of three gun volleys.  At this time too, in order to curb the behaviour 
of seamen, '... the whole marine band was called upon to play the "Rogues march" to 
drum out a sailor who had entered the women's tents.'  One of the drummers was 
Benjamin Cook who held the position of Drum Major (pp. 90-98). 
Secondary sources have little to say about the music makers in colonial Australia, 
though Richardson (1964) relates some informative detail.  Richardson reports that '... 
many fine bands of the British Army visited the colony en route to India.  The evidence 
is that in addition to their military duties, British Marines, and Army musicians who 
stayed on in the colony provided church music, music lessons, theatre music, dance 
music and dinner music.  A group of musicians from the 73rd Regiment played at a 
church service and on numerous other occasions in the period 1812 to 1814.  The band 
of the 50th Regiment played light classical and patriotic music as well as military music 
in the 1840s.  The band of the 80th Regiment, reported by the Herald in 1844 to be one 
of England's finest - played regularly in the Domain in 1842.  The band of the 99th 
regiment, which the Herald assured its readers  '... is one of the most complete military 
Bands that has ever gratified the inhabitants of our city ...', including as it did '... no less 
than eight beautifully toned C and Bb clarinets, and one in Eb, which play together in 
perfect harmony ...', was stationed in the colony from 1842 to 1856 (pp. 5-9).   
While research on the beginnings of European military music in Australia is scant, it is 
epecially so for the one hundred years from the middle of the nineteenth century to the 
middle of the twentieth.  Sillcock (c.1989) reports that after the marines left Australia, 
the bands of the various British regiments based here provided ceremonial music (par. 
5.1)  Bythell (1991) offers a glimpse of developments in late nineteenth century 
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Australia: '... the development of colonial militias and volunteer forces in the 1860s and 
1870s extended the links between wind bands and the armed forces ...' (p. 149). 
 
From federation to the 1950s 
Sillcock (unpublish. c.1989) outlines the organisation, and history of the Band Corps.  
(Three sections of Sillcock's document are included as appendix 2).  Sillcock's two 
pages of historical notes list some key events in military music in Australia, and from 
these notes I will trace the main developments from about 1900 to about 1950.  Sillcock 
reports that since Federation military units have formed bands from their own members.  
Some of these bands have provided the bases of the present Band Corps bands.  The 
Australian Army Band Sydney, for instance, has a continuous history dating from 1874 
(par. 5.2).  There have been cases of entire civilian bands enlisting to become unit 
bands.  Sillcock presents a poignant story of one case: 
A notable example is the Brunswick Salvation Army Band, twelve members of 
which, together with musicians drawn from other Salvation Army bands, enlisted 
in the 2/22 Battalion AIF.  This band was under the direction of sergeant Arthur 
Gullidge.  In 1942 all but one member of the band were lost when a Japanese ship 
containing prisoners of war taken in Rabaul was torpedoed. (par. 5.4) 
 
The post second world war period 
Post second World War developments in Australian military music centre around two 
main events: 
• the establishment of the Army School of Music in 1953 and its later 
manifestation as the Australian Defence Forces School of Music in June 
1984; 
• the establishment of the Australian Army Band Corps in 1968.   
Generally, serving soldier-musicians agree that these developments enhanced their 
standard of training and their standard of musicianship.  Their working conditions now 
better suit their specifically musical tasks.  Conversely, the criticism is made that in 
transferring most of the bands from the battalions to the Corps, the soldier-musicians' 
sense of their army role is not always as marked as the Army would desire, and soldiers 
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in other units now find it more difficult to understand the work of the bands, and to 
sympathise with the world view of the soldier-musicians.   
In August 1968 the Army established the Australian Army Band Corps.  Following this:  
... bands which had belonged to the infantry battalions became area bands and 
were associated with particular host corps.  These were Armoured, Artillery, 
Engineers, Signals and Infantry Corps.  These corps affiliations lasted until 1974. 
(Sillcock c.1989, pars. 5.6-5.7) 
Regimental bands have served in Korea, Malaya, Borneo and South Vietnam.  Battalion 
Bandsmen served in action as stretcher bearers and several were killed and a number 
were decorated (Sillcock c.1989, par. 5.8). 
In 1972 the Band Corps began to send members overseas to complete courses to 
prepare them for commissioned service; since then, eight members have completed the 
British Army Bandmaster course at Kneller Hall, two have competed equivalent courses 
at the Royal Marines School of Music at Deal, and four have trained at the United 
States Armed Forces School of Music at Norfolk, Virginia.  In February 1988 the 
courses for commissioned service in the Australian Defence Forces began at the 
Australian Defence Force School of Music (par. 5.10).  Band Corps members no longer 
train for their commissions overseas, though very occasionally individuals make visits 
for specific purposes to England and the United States. 
In 1980 the first Honorary Colonel to the Band Corps was appointed.  This was 
Brigadier J. J. Shelton DSO MC, who held the position until June 1994, and after whom 
the Kapooka Band's home is named.  
The Band Corps has formed a composite Australian Army Band from its constituent 
bands for a number of important occasions.  Among these have been the Royal 
Tournament of 1987, the Bicentennial Army Tattoo of 1988, and the seventy-fifth 
Anzac Day Ceremony at Gallipoli in 1990.  Each of these events has brought the band 
into contact with their counterparts from other countries: in the Army Tattoo of 1988 for 
example, Corps members worked with the Regimental Band of the Coldstream Guards, 
the Marine Corps Drum and Bugle Band (UK), the United States Army Band 'Pershing's 
Own', the Pipes and Drums of the Royal Pacific Islands Regiment, and Princess 
Patricia's Canadian Light Infantry Band. 
Contemporary Australian Band Corps Bands use an instrumentation based on that 
adopted by France, Germany and England from the 1930s on.  Hind & Baines (1980) 
lists this instrumentation as piccolo, flute, first and second oboes, clarinet in E flat, first, 
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second and third clarinets in B flat, first and second bassoons, alto and tenor 
saxophones, first, second and third cornets, first, second, third and fourth horns in E flat, 
first and second tenor trombones, bass trombone, euphonium, bass tuba and percussion 
(Hind & Baines 1980, pp. 311-315).  The instrumentation of this period is not 
unfamiliar to the present day military musician, though today cornet players usually 
double on trumpet, the 'french' horn has all but replaced the E flat 'tenor' horn and the 
string bass is often added.  For jazz concerts, guitars drum kits, synthesisers and 
whatever else is required, may be added.  I accept Hind & Baines' list, with the 
substitution of trumpets and 'French' horns for cornets and 'tenor' horns as the nearest 
we have to a standard military band instrumentation, though unlike, for example, the 
string quartet, or the British brass band and certain other music ensembles, the military 
band instrumentation is not fixed either by decree or by convention.   
 
Australian Defence Force School of Music 
A central figure in the development of Australian military music was Captain R. A. 
Newman who established the Army School of Music and was its first Commanding 
Officer and the Army's first Director of Music.  In summary, the key events in the 
development of the School as reported by Newman (unpublish. c.1970) are: 
• 1952: Captain Newman is the sole staff member of a Band Boys' Class established 
at Kapooka in January 1952 and transferred in April of the same year to Woodside 
in South Australia to be attached to the 16 National Service Band.  In early 1953 the 
class moved to the Army Apprentices School at Balcombe (Victoria).  At Balcombe 
soldier-musicians followed a two year apprenticeship, and then served one year as 
junior musicians (pp. 2-5).   
• 1953: The 'raising of the School of Music' was approved.  Its objects were to 
provide formal training by the establishment of progressive course for which formal 
syllabuses would be written. 
• 1956: The School of Music prepared music for performance at the Olympic Games 
in Melbourne.  Brass band arrangements of one hundred national anthems had to be 
made.  Two hundred and twenty musicians in six Australian Army bands 
participated. 
• 1960-1970: Courses for NCOs were introduced.  Two students from the South 
Australian and Victorian police bands, and fifteen from Malaysia and Singapore, 
were admitted. 
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• January 1983: The School moved to its present location at Simpson Barracks in 
Watsonia (Victoria) 
• June 1984: the School was redesignated the Defence Force School of Music.  NCO 
courses were established.   
Since 1983 new enlistees follow a self paced course of instruction in music and 
soldiering at Watsonia, after competing the Army's Basic Training Course with the 1st 
Recruit Training Battalion at Kapooka.  Soldier-musicians may be selected return to the 
School of Music to undertake NCO courses and, since 1988, the Band Officers' Course. 
 
 
 
The Australian Army Band, Kapooka 
The Kapooka Band is a unit of the Australian Army Band Corps whose main role is to 
serve the ceremonial requirements of the 1st Recruit Training Battalion.  Both the band 
and the Battalion are located on the Kapooka Military Area.  A brief paragraph on the 
history of the Area will provide a context in which to place the band's history.  Sharp 
(c.1992) reports that General Thomas Blamey, the Commander in Chief of the Army, 
centralised the Army's previously scattered training units at Kapooka in 1942 under the 
command of Major General C. S. Steele when Australia was feeling the heat of the 
Japanese push south.  After the War there seems to have been little military activity at 
Kapooka and in the period 1950 to 1952, the Department of Immigration took over the 
site for a Migrant Holding Centre.  The Department built Nissen ('Igloo') huts to house 
4000 people; some of these still stand.  The site was returned to the Army in November 
1951 (passim). 
Eight thousand troops were on the Area in 1943.  In 1951 there were in fact four units at 
Kapooka; the 1st and 2nd Recruit Training Battalions, the Intelligence Schools and the 
Central Instructors' School.  The 2nd RTB was disbanded in 1952.  The 1st RTB and its 
supporting units remain responsible for the training of '... all male and female general 
enlistees into the Australian Regular army' (Quinn c.1988, pp. 1-2) 
In 1952 twelve soldier-musicians came to Kapooka as 'The Recruit Training Depot 
Band'.  From that time the band has been known locally as the Kapooka Band.  These 
men used instruments which had been donated to the Army by the 'Bathurst Band' 
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during the War.  Their Commanding Officer was Warrant Officer Second Class Jack 
Remfrey, a trombonist who played with the Tommy Dorsey Orchestra when it was on 
tour in Australia.  The Band travelled to Sydney from time to time for 'on the job' 
training with the Eastern Command Band in Sydney.  The bandsmen were often 
coopted to work at non-musical tasks; Quinn attributes this poaching of musicians to 
Remfrey's lack of experience as a soldier.  With the appointment of Warrant Officer 
First Class Jack Parry, to the command of the band in 1954, this poaching ceased.  Parry 
was regarded as an experienced soldier, and a fine musician and leader.  In that same 
year the band performed at the visit of Queen Elizabeth II to Wagga Wagga.  Other 
milestones since then include the disbanding of the Recruit Depot Band in May 1960 
and the transfer of the Band of the Royal Australian Engineers Band from Casula to 
Kapooka seven weeks later.  In 1968 the band was assigned to the newly established 
Australian Army Band Corps.  In 1971 the band's numbers were increased from 28 to 
34, and a concerted, public campaign led by ex-Band member Bruce Pinney led to the 
Commonwealth Government's reversal of its decision to close the band, the band was 
renamed the 1st Recruit Training Battalion Band, and it converted from a brass band to 
a military band format.  An increasing commitment to schools' and public performances 
during the 1970s and 1980s, the construction of the Brigadier J. J. Shelton Band Centre, 
and the band's participation as the 'core' of the Australian Army Band which toured 
Australia with the Army Tattoo 1988 as part of the Bicentennial celebrations are 
milestones in the band's recent history (Quinn unpublish. c.1988, passim).  
 
[Appendix Item 7: Quinn's (c. 1988) The History of the First Recruit Training 
Battalion Band] 
 
The appointment of females to the band in 1984, and the sustained cooperation between 
the band and the local musical community, have been central to the shaping of the 
band's ethos.  In 1989, when I did my fieldwork, there were three women in the band, 
and by June 1994 the number had grown to seven.  Andrea Davey, the band's 2IC, was 
the first female commissioned officer in the Band Corps.  In the late 1980s a verbal 
agreement that the 2IC of the Kapooka Band would be invited to be Musical Director of 
the Riverina Concert Band was made, thus strengtheneing the band's links with the local 
music community.   
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Summary 
This chapter is predicated on the belief that ethnographic presents can only be properly 
understood in the context of their historical antecedents.  As military bands are 
powerful agents in the transmission of long established military and patriotic civilian 
traditions the need to explore their historical context is particularly important.  Further, 
the sense of tradition is forever present in the lived experience of the musicians at 
Kapooka. 
I have described and assessed the sources for my historical overview, and then given a 
chronological narrative which began in ancient Europe and finished at Kapooka in 
1989.  I traced the European history through to 1900, and took up the Australian story 
with the arrival of the First Fleet in 1788.  While the early part of my history is shaped 
by secondary, sources, I have gleaned the story of the Kapooka Band from the 
documents of soldier-musicians themselves.  
Detailed histories of military musicians and of the Kapooka Band must be the province 
of historians; both tasks deserve attention because there is a dearth of well-researched 
contemporary literature on these important aspects of the history of European music 
making and the history of a specific, local, Australian musical institution. 
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CHAPTER 6  
ETHNOGRAPHIC THEMES 
 
Introduction 
In this chapter I give an account of a working day in the life of the soldier-musicians.  I 
identify in this account six 'ethnographic themes' which are important in the soldier-
musicians' world.  Following Feld's (1990) example I will use these themes as 
organisers in my fieldwork chapters (chapters 6-11). 
 
My story: A Day in West Wyalong 
Each November the Kapooka Band leads the parade at the annual Riverina Vietnam 
Veteran's (the 'Viet Vets') reunion.  These veterans of the Vietnam War (mid-1960s to 
1975) choose a different town every year for their celebration though nowadays, 
according to one of their organisers, they confine their choice to the bigger towns 
because 'the little towns can no longer cater for us.'  In 1989 the reunion was celebrated 
in West Wyalong, a town of a little less than four thousand people.  The veterans and 
their families gather for a parade, a wreath laying ceremony, and a dinner-dance.  In the 
several weeks leading up to the West Wyalong trip a great deal of discussion among the 
soldier-musicians had centred around the fact that, in addition to the parade the band 
was also to play at a charity fete at the Waratah Retirement Village. 
Charity Fetes, I know from my own participation in community bands, can be the bane 
of bandpeople's lives, whether in civilian community bands, the bands of the Defence 
Forces, or of para-military organisations like the police, the tramways or the ambulance.  
Typically the band may be asked to sit out in the open, in all weathers, often on sound 
absorbing grass, hot bitumen or glare reflecting concrete.  Often the band will be in 
direct competition with a range of noisy 'attractions' vying for the public's attention.  
There is no real opportunity, nor is there a real need, for musical subtlety or finesse, 
though bands do strive to take these engagements seriously.  The music of the fete is the 
least favourite repertoire of band musicians.  Few of the public seem to even notice the 
band, the presence of a group of musicians simply adds to the general celebratory air of 
the event rather than provide a real entertainment focus.  Almost invariably, charity 
fetes occur in prime weekend time.  While bandspeople may - and their acceptance of 
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the engagements indicates they do - subscribe to the values represented by the charity, 
they prefer to perform at more comfortable venues.   
Charity fetes have very low priority on the Kapooka Band's list of duties; indeed in 
1989 the band's unwritten policy was to not to accept such engagements but to refer 
them to the Wagga Wagga community band, Riverina Concert Band.  Nevertheless, in 
special circumstances, the Kapooka Band is occasionally pursuaded to accept 
engagements of this kind.  Such was the case in the Kapooka Band's visit to West 
Wyalong.  Ian, the band's Commanding Officer had refused a request to play at the 
West Wyalong Waratah Retirement Village charity fete on 4 November.  Later, the 
Commandant of the First Recruit Training Battalion - a Colonel - contacted Ian.  The 
Commandant had received a request; as the band would be in West Wyalong for the 
Viet Vet's Day parade late in the afternoon, would the band play at the Senior Citizen's 
Fete as well, in the early afternoon, preceding the parade?  In effect the band's 
Commanding Officer had little choice.  So it was decided; the band would do both jobs, 
the fete early in the afternoon and then the parade.  The soldier-musicians were clearly 
unhappy at such a decision; they knew about charity fetes from their community band 
days and they often played at official garden parties and other outdoor jobs for the 
Army.  They feared that acceptance of this fete could set a precedent for the acceptance 
of others.  In any case, they believed charity fetes to be well beyond the ambit of a 
professional Defence Force band. 
On the day of the West Wyalong trip the soldier-musicians arrived at the Band Centre 
just before lunch to prepare for the coach trip.  They milled around the building, 
chatting, drinking coffee, smoking, and preparing uniforms, instruments and music.  
The week's Work Group had been scheduled to report for duty early and had already 
loaded the band's truck with the necessary equipment for the day from a check list 
prepared by the Band Sergeant Major (the 'BSM'), Keith Walker.  I went straight to the 
trombone studio to organise my instrument and music 'pad' and to have a 'warm up' on 
the trombone.  Through the studio window I could see the BSM watering the lawn 
surrounding the Band Centre.  I could see a fellow civilian guest, Lindsay Frost, a 
saxophone teacher at the Conservatorium Centre who 'sat in' with the band from time-
to-time as he was keen to keep his band music skills up, talking to other band members.  
Like me, Lindsay, was dressed in black trousers, socks and shoes and a white shirt.  The 
soldier-musicians were in their 'civvies'; they would pack their uniforms on the bus and 
dress at the site of the job.  After my warm-up I hurried to the bus where I heard the 
word pass around the corridors that we were boarding now.  I tried to find a safe place 
for my trombone case in the storage space under the floor of the bus; musical 
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instruments (and trombones especially) are easily damaged.  The stories of instruments 
damaged in transit are legion. 
On board the bus, the Duty Sergeant, Craddock, demanded the attention of everyone 
and proceeded to call the attendance roll.  He called the soldier-musicians name and 
rank in a clipped, brusque manner and the soldier-musicians replied with a sharp 'yes!'.  
I sat next to Chris, the youngest and newest member of the band.  He seemed keen to 
tell me his story, in fact he seemed unsure about his place in the army.  He seemed to 
feel threatened by this strange new world.  Chris told me that his father had been an 
Australian Champion Bass [tuba] player in Brass Band competitions and that he himself 
had won five championships in various age groups even though he was still only 
eighteen.  He said that he had left school at age 15 to join a professional orchestra.  I 
knew that this orchestral appointment was not a permanent one, as the orchestra had 
been advertising and auditioning for a permanent player.  Chris explained that he had 
been torn between pursuing a career in civilian orchestral music and joining the army.  
He said that he had chosen the army because it offered security, good pay and a chance 
to improve his playing.  Chris talked a lot about his experience in the cut-and-thrust of 
the Brass Band competitions, the nature of adjudicators, and the quality of his fellow 
competitors.  I knew something of this Brass Band world myself.  I had not particularly 
enjoyed participation in competition, but I sensed that it was an important element in 
Chris's formative years as a musician.  I knew too that tuba players have few 
employment opportunities; there are the six Australian Broadcasting Corporation 
Orchestras, the Australian Ballet and Opera Orchestra at the Sydney Opera House and 
the State Orchestra of Victoria, each of whom employ one tubist - a total of eight 
players.  In 1989 the Army probably employed as many as fifteen and the Navy the Air 
Force and para-military organisations a handful more.  Most work opportunities for 
tuba players are in the services.   
On the coach trip Chris responded to an announcement made on the coach's radio by a 
Wagga Wagga theatre personality with some colourful banter about the theatre person 
and homosexuality.  Chris's loud remarks, I noticed, were left unremarked by most of 
the soldier-musicians. 
At the time, Chris's fiance Anita, was a student at the Defence Forces School of Music.  
The Army had agreed to post her to Wagga Wagga when she completed her course.  
Chris explained that both he and Anita would have to 'live in lines' for a while; all 
soldiers newly appointed to units are required to live in the military barracks for six 
months.  He looked forward to setting up a flat in Wagga Wagga and to Anita joining 
him a few months later. 
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Other soldier-musicians on the bus did the things that people do on long bus trips; some 
chatted, Phil and a group of friends played euchre with a set of cards decorated with 
risque photographs.  Mark brought a copy of the Australian Trombone Education 
Magazine to show me an article on how a trombone might be dismantled and 
reassembled with the bell facing the player in order that the trombonist will be able to 
hear the sound more immediately.  As the bell of a trombone ends 30 or so centimetres 
in front of the musician's face the player hears the sound fractionally after it is made 
and from behind the sound, as it were.  Mark was keen to improve his playing and was 
vitally interested in his work and his instrument.  He sensed that I shared his interest. 
At West Wyalong the bus pulled into the parking area of the retirement village.  The 
Band Sergeant-Major called us together and told us about arrangements for the job and 
that the lunch provided by the Village was ready; we could choose either lamb from the 
spit, or barbecued meat or sausages, and vegetables.  We queued for lunch and took our 
food into the indoor dining area, or to the outdoor tables.  After lunch I stood in a group 
with Yogi and Andrew and several others who were trading anecdotes about unpleasant 
band jobs.  Someone contributed the story of the occasion on which a football patron 
had attacked some of the Kapooka Band members while they were playing at a football 
final.  The Band had marched onto the field at interval and had begun to play a bracket 
of music.  The patron objected to this as his team could not hear what their coach was 
saying to them in his half-time 'rev-up'.  He seemed to think that the band's performance 
was part of a plot to disadvantage his team.  The football patron had physically attacked 
some of the players and one of them - Col Clarkson - was hurt in the melee.  The 
aggressor was charged by the police, found guilty and fined.  The incident, I recalled, 
had made headline news in the Daily Advertiser.  I contributed the story of an 
engagement I remembered with Riverina Concert Band; we were playing at a Rodeo - 
of all things - which, in addition to the dust and noise of the animal events included a 
number of sky-divers landing in the middle of the arena.  I had been conducting the 
band at the time and I remembered how difficult it was for me to keep the musicians' 
attention.  The parachutists were a compelling distraction; the musicians found it 
difficult to look skyward, keep an eye on the printed music and play well.  We had been 
determined to present a good program, even though it seemed to us that nobody in the 
rodeo crowd was even aware of our presence. 
After lunch the Band Sergeant-Major called the soldier-musicians together and told us 
to set up Band.  Players soon noticed that we had been placed on the bitumen, near the 
chocolate wheel.  Comments were made on the heat, the noise and the flies.  
Nevertheless the soldier-musicians rallied around and erected the music stands and the 
smart, red-and-gold banners which hung from the front of them, chairs, percussion 
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equipment and the duckboards on which they sat, the public address system and the 
amplification for the electronic keyboards.  Then they changed into black and white 
'ceremonials', one of the smart uniforms they wear on public occasions.  As players 
assembled their instruments and began to warm up for the performance, the four 
trombonists - I was one of them - gathered near chairs to sort out the usual problems of 
finding a place where we could see the conductor and our music while making space for 
our slides and adhering to the general seating plan of the band.  One argument was that 
the synthesiser should move back a bit; the other was that the trombones should spread 
out to make more room.  Our bass trombonist, Mark (leader of the trombone section by 
virtue of his holding the rank of Lance-Corporal) liked the idea of spreading out more 
but expressed concern that he would thus be separated from the three tenor trombones 
by the synthesiser.  This would, of course, create considerable acoustic problems; after 
all, we wished to play as a section and needed to be able to hear each other.  In the end, 
after much discussion, Mark made the decision to spread the trombones out with the 
bass separated from the tenors.  We all felt that it was a compromise solution, but 
accepted it as it was about all that we could do in the space allowed.  
Right on two O'clock the BSM called us to take our seats.  We sat, and people adjusted 
music stands and instruments.  Some adjusted sun glasses which they wore against the 
glare.  Sergeant Andrew called on us to tune our instruments to the oboe, though I 
noticed he did not dwell on this matter today.  Our Music Director for the day was Joe, 
the 2IC; Ian had explained to me that he wanted Joe to have the experience of being in 
charge for a day.  Soon Joe took his place at the front of the band and announced to the 
crowd that the Band of the First Recruit Training Battalion (as it was then called) was 
delighted to be here in West Wyalong for the fete and the Parade.  He turned and 
conducted the band into its first tune.  It was obvious that we were all finding the going 
tough.  I found it difficult to play well under the circumstances and it was apparent to 
me that others were having their troubles too.  The Band seemed to be striving to play 
well, but I could sense that the soldier-musicians shared my own sense of discomfort.  
Sergeant Andrew, a french horn player, had to play a very exposed solo cadenza at the 
climax of one piece.  He made very obvious mistake, and when the piece finished 
muffled laughter rippled around the band.  Even Andrew himself laughed and he, I had 
noticed, was very responsible and committed to his work.  Clearly, the band felt it was 
'playing against the odds'. 
The soldier-musicians sighed a sigh of great relief when Joe took the microphone and 
thanked the audience for their hospitality, confirmed our delight at being in West 
Wyalong, and announced that we would have to rush of now as 'we have to be at the 
parade soon'.  The soldier-musicians, many of them stripped to the waist, quickly 
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dismantled and packed the gear into the band truck.  Soon we were on board and ready 
to be driven to the parade.  On board, Joe chastised us about our responsibilities to the 
band; Joe said '... there are no second-class jobs.  We do not accept many fetes and they 
are terrible things to play at, but once we are playing, we play at our best.'  Joe, I 
thought, understood and indeed shared our plight, but felt obliged to act out his official 
military line. 
The bus took us the short distance to the White Tank Hotel at the Western End of the 
main street and the khaki band truck followed close behind. We alighted and sought 
the shade of the verandah of an agricultural supply store near the hotel.  The Viet Vets 
were gathered in knots near a hotel further down the street.  Some of them were 
obviously rural people, some were 'roughnuts', and some had the appearance of 
middle-class businessmen.  Some were dressed in suits and others in neat casual wear; 
clothes which seemed oddly dated.  One man was in a wheel-chair and seemed to be 
either drunk or mentally retarded.  Rachel, a flutist told me that she had seen him 
before and he was '... not a paraplegic but a paralytic.'  I could not know the cause of 
his plight, but his presence and that of others who had taken too much alcohol added a 
tinge of real despair to the general melancholic air of the day. 
We had a long wait for march-off time.  I chatted with bandpeople - Mark, Rowan and 
Rachel - about Vietnam.  I realised how young these people were, how much older the 
Viet Vets were, and how long ago the Vietnam War must have seemed to them.  I felt 
sympathy for the Vet's plight and speculated on the significance of the day for them, 
and for the young people.  I could understand something of the personal meaning the 
event might have for those involved in the action it commemorated, but I did wonder 
about the meaning of the event to young soldier-musicians. 
Saturday afternoon in country town main streets is not a busy time.  On this occasion 
West Wyalong was hot, dry, dusty and had a deserted air; the shops were closed and 
the street had been cordoned off to traffic by the police.  Only the band, the Vietnam 
Veterans, and the people who had come to watch the parade were present.  The 
civilians stood patiently on the footpath.  They were mostly older people, and parents 
with children who would later perch on their shoulders to see the parade.  Most of the 
veterans were milling about on the bitumen road, talking.  Some were drinking beer.  
Others, apparently marshals for the parade, were hurrying about making sure that 
things were properly organised. 
I needed a drink, so I set off along the footpath to find an open cafe.  As I walked I met 
a couple whose son was taking saxophone lessons from Lindsay at the Riverina 
Conservatorium Centre in Wagga Wagga.  The couple's modest means were obvious 
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in their cheap clothing; they had a rural, working-class air of 'making do' about them.  
They told me about their son Miles's progress in music.  I admired their commitment 
to Miles; a weekly drive to Wagga Wagga for music lessons was both time consuming 
and costly.  Miles was keen to join the Band Corp when he completed year twelve at 
school, I recalled.  After I had bought a drink I returned to the footpath just in time to 
hear the band begin to play the march Glorious Victory and for the Parade to step off.  
With five files wide and six ranks deep the band, at the front of the Parade, filled the 
width of the street.  Andrew led the parade with his mace twirling and sparkling and 
the whole creating a colourful and spectacular picture in this strange setting.  The Vets 
followed up; they looked old for warriors, and quite unsoldierly, yet not altogether so.  
They seemed able to recall their marching skills but, it was obvious, they were in need 
of practice.  Their determination to be proud of themselves was palpable.   
I pondered on the incongruity of the scene; all the spectacle, pomp and ceremony of 
the Parade in this hot little Saturday afternoon country town with its streets lined with 
the usual clothes stores, agricultural goods and machinery suppliers, the occasional 
bank, a milk bar or two, and inevitably it seems in country towns, deserted shop-fronts 
with layers of newspaper, dust and dead blowflies in the window.  A glance down the 
side streets confirmed that weeds are grow vigorously when left unchecked.  I 
pondered on the incongruity of the pomp and splendour of the Parade here in this 
small, isolated Australian country town on a Saturday afternoon to mark the 
anniversary of an event with enormous historic, international consequences in a distant 
tropical place in Asia a couple of decades ago. 
The Band led the parade into a wide side street ('turn left at the State Bank' was the 
instruction) and toward the West Wyalong Services and Citizens' Club.  Andrew gave 
a mace signal and the band 'collapsed' from five wide to three wide in a very neat 
manoeuvre, at a place where the street narrowed.  On arriving at the Club the band 
halted and turned left to face the monument in front of it.   
Here a solemn wreath laying ceremony was conducted by a civilian in a lounge suit.  
At one point Keith Walker stepped forward to play, beautifully I thought, the Reveille 
and the Last Post. 
As the Parade was dismissed I noticed Corporal Mark and Dean, both of the trombone 
section, walk behind the Club.  They emerged quietly, a few minutes later.  I heard 
Mark remark to another NCO 'I just couldn't believe it,' he said.  'Couldn't believe 
what,' his colleague replied.  'Sh!  I'll tell you later,' he said.  Mark walked across and 
stood near me, bass trombone in hand.  I made a comment about the effectiveness of 
the Parade and the impression the band had made, partly in order to deflect attention 
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from his preoccupation with what had obviously been a misdemeanour by Dean.  
However Mark was not to be deflected.  He attracted Sergeant Yogi's attention and 
said to him, 'I have spoken to Dean on that matter'.  Yogi said 'You mean moving 
around when the parade came to a halt?'  He looked at Dean who was standing just out 
of hearing range.  Dean did not speak.  Mark said 'Yes!' 
The Manager of the West Wyalong Services and Citizens' Club invited us to come in 
and change our clothes and have a complimentary drink.  John Wilson asked Yogi 
about the possibility of accepting the club manager's offer of drinks at the bar for the 
band.  When Yogi explained that the decision had been made to return to Wagga 
Wagga straight away, John pleaded that we be permitted 'just to have a softie or 
something.'  Yogi refused and John said 'It's all right for you non-drinkers to decide 
not to go in.'  Yogi replied, 'Well, it is the BSM who makes the rules and he drinks.'  
The soldier-musicians entered in dribs and drabs, changed and returned to the bus.   
Although the Band Duty Sergeant politely declined the Club Manager's offer of drinks 
for the band, he accepted the boxes of sandwiches, soft drinks and beer for the ninety-
minute bus journey back to Wagga Wagga.  On board Sergeant Craddock stood in the 
aisle of the bus, called the roll and reminded the soldier-musicians of the necessity of 
keeping the bus tidy.  If rubbish were left on the bus, 'privileges would be withdrawn' 
he said.  He then gave 'the OK' for us to help ourselves to sandwiches and drinks.  On 
the bus a half-hearted argument as to why we didn't accept the Club Manager's offer of 
drinks developed.  Dean and Lindsay, and one or two other players explained that they 
were keen to get home for that evening's rehearsal of the musical Evita with the 
Rivcoll Drama Company.  Chris said he looked forward to a few quiet beers with 
several of his band colleagues at the Wagga RSL Club that evening where DJ, one of 
the band's saxophone players, 'had a fifty-fifty gig'.  Older members of the band, all 
males, were simply looking forward to returning to their families for Saturday evening.  
The discussion soon ran its course.  Some of us dozed off while others watched a 
spaghetti western on the bus's television set.   
I was ready to withdraw from conversation because I was tired.  Chris, on the other 
hand wanted to talk.  He told me he was keen to become involved in Wagga's musical 
community as a performer, conductor and teacher.  He intended to follow up the 
possibility of doing some conducting work at the Conservatorium.  I tried to explain 
that there was not much call for tuba teaching or of band conducting in Wagga; on the 
other hand I did not want to sound discouraging.  He returned to the topic of our 
conversation in the bus that morning; he intended to live in a flat, alone until Anita 
arrived, after his six months of compulsory 'living in lines' was finished.  He was quick 
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to reject my idea that he share a flat with some of his Band colleagues, 'I don't like the 
Army that much,' he said. 'After I get through those gates, that's it.  The Army is work.  
Beside some of the people in this Band are bad.  I just want to set up a flat with my 
girlfriend.'  He wanted to live close to the shops.  He had 'L' plates and looked forward 
to getting his driving licence.  He had a car in Sydney.  I asked him about the Army 
policy on sending couples to the one band; I told him I'd heard that the Army asks that 
the career of one member of the couple be nominated as having priority.  'Yes,' Chris 
replied.  'My career will have priority.  Even if I want to leave the Army and take a 
tuba appointment in an orchestra, that's it, we do it.'  Even though his attitude to his 
fiance seemed anything but enlightened Chris expressed pride that Anita was Dutch, 
had been in Australia for only four years and was a clarinettist.  He asked me about 
tourist attractions in the Wagga district as he was keen to show Anita the sights when 
she arrived.  Chris was keen to settle in Wagga, to get on with a career and a 
relationship.  He wanted a rewarding private, social and professional life after 
spending a total of nearly two years in Basic Training and his  course at the Defence 
Force School of Music. 
On our arrival back at the Band Centre Craddock announced the time table for 
Monday and reminded us to take our rubbish with us.  We carried the refuse to a large 
garbage receptacle nearby.  The duty-group began to unloaded the truck.   
I heard Lindsay say to Dean, 'First things first, a shower, food and get dressed.'  'But,' 
said Dean 'the rehearsal has begun already.'  'Well, that can't be helped,' Lindsay 
replied, 'we will perform better if we are relaxed.'  'Yes, I suppose so,' Dean conceded.  
I felt pleased that I didn't have to do a rehearsal of Evita after such a long, hot day.   
 
[Appendix Item 8: West Wyalong Concert - 4 Nov (1989) (Concert and parade 
program)] 
 
Six ethnographic themes 
My account of a working day with the Kapooka Band introduces us to a group of young 
people whose world views are being moulded by the contemporary Australian society 
and by the context in which they work.  While it is not possible to identify 
unequivocally the demarcation between broader societal influences and military 
influences, it is possible to see distinctive and powerful elements peculiar to this sub-
culture.  While Chris's world view has elements in common with his peers in civilian 
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society - his search for a sense of self-worth, his need for successful relationships, an 
ambivalence toward homosexuality and the status of women, and with it a tendency 
toward machismo behaviour - we see too his struggle to come to terms with the 
demands of his work as a tubist and as a soldier.   
We notice the interplay between the army's requirements and the personal and domestic 
concerns of the actors' personal lives; Chris and Anita, neophyte soldiers, will have to 
spend their obligatory six months each 'living in lines' before they can live in a civilian, 
domestic setting.  The married bandspeople look forward to home and hearth; and 
another group look forward to working that evening in a civilian context.  In my 
account of a working day with the Kapooka Band we can identify a number of 
ethnographic themes, themes which represent the major concerns in the soldier-
musicians' lives.  An examination of these themes will be important as we seek to 
understand the world view of the soldier-musicians.  The themes are 
 1.  being a musician; 
 2.  being a soldier; 
 3.  music making as military work; 
 4.  change in the world of the soldier-musician; 
 5.  military musicians and cultural transmission; and 
 6.  an academic in Khakiland. 
At this point I will introduce each of these themes to set the direction for the discussion 
in the fieldwork chapters.  They are leitmotivs which guide our examination of the 
formation of the world views of the soldier-musicians as we follow their activities in 
later chapters. 
 
Being a musician 
In my account we can notice the soldier-musicians doing things that musicians in any 
setting might do.  Obviously they spend an important segment of their time playing 
music, but perhaps less obviously they spend more time preparing to play music; they 
travel to jobs, prepare instruments, prepare music pads, music stands and a host of other 
accessories.  In our story we can see them practice, 'warm up', read about music, and 
reflect on their music making.  We notice them being concerned about the need for 
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conditions to be conducive to successful music making.  We notice their concern for the 
quality of the repertoire they must play.  We notice the cooperative effort needed for the 
successful performance to take place.  There is an air of optimism and idealism among 
the younger people about the value and joy of music making.  Mostly they want to be 
musicians 
Being a soldier 
In our story the soldier-musicians are employed by the Army to be soldiers.  The Army 
has required them to travel, to play at the fete, to play in a parade dressed in the army's 
uniform and to deport themselves as the army decrees.  We will be struck by the 
evidence of the role of rank in the social structure of the band; authority ascribed by 
virtue of rank is constantly evident.  At the officer level the Commandant of the 
Battalion overrules the Officer Commanding of the band. Despite the band Captain's 
expert knowledge and judgement the Colonel ensures that the Army gets its maximum 
public relations value out of the band by having it play at the fete.  Lieutenant Joe, the 
Commanding Officer for the day, exercises the duty expected of that officer; he is 
clearly of the opinion that the fete is a job which the band should not have to do, but he 
also chastises the band for not doing its best.  The soldier-musicians are happy to have 
Joe fulfil his role in this way as they know that this is what Commanding Officers are 
meant to do.  In this story Joe is new to the job and they understand that he is keen to 
develop in his officer role.  
At the non-commissioned officer level we see some officers fulfilling ascribed, routine 
roles which the soldier-musicians accept and which are played without fuss or rancour.  
On the other hand, we see an instance of junior officers behaving in ways which the 
soldier-musicians resent.  It is here at the non-commissioned officer level that the 
soldier-musicians find conferred army authority to be most vexing.  Nobody on the bus 
seemed resentful of Craddock calling the roll of attendance.  Even though all of us were 
adults, we did not mind waiting until he gave permission to eat nor did anybody seem to 
mind him lecturing us about the need to keep the bus tidy.  Craddock was doing what 
NCOs have to do, and he had the personal authority to be able to play the role without 
exhibiting rancour or pettiness.  Similarly the Band Sergeant Major is expected by the 
soldier-musicians to give orders about setting-up the band, and about eating 
arrangements.  In this account I record no adverse comments from the 'diggers' about 
the fact that higher level NCOs do not have to join in the menial, non-musical work of 
packing and unpacking the band truck, although in other instances this practice did 
evoke resentment.  NCOs often stand and watch while the private soldiers and perhaps 
the lance-corporals and the corporals do this work.   
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Here we begin to identify in the story some of the petty rancour which permeate the 
band, rancour which is generated, I believe, by the conferring of rank on young people, 
and expecting them to exercise the authority that this rank invests in them, when in fact 
they seem ill-prepared to exercise this authority.  This rancour is aggravated by the fact 
that the non-commissioned officers, and even commissioned officers, are not 
necessarily likely to be better musicians, better soldiers or more competent people than 
the private.  We will see these niggling, petty conflicts continually causing resentment 
and ill-feeling at the non-commissioned officer level, and especially at the lower NCO 
level, throughout the fieldwork chapters.  Conversely, the reader will also notice some 
evidence in the story for a very positive and important aspect of being a soldier; that is, 
the fact that the band is a closely unified, cohesive social unit.  'Mateship', and 
'friendship', qualities often associated with soldiers, are strong sub-themes of being a 
soldier.  Ross (1985) describes mateship in the Australian Army as kind of intense 
loyalty to the members of the group, but '... to be a mate one does not actually have to 
be a friend' (p. 76).  Mateship and friendship are strong characteristics of the Kapooka 
Band, despite the friction created by the rank system.  We can also notice in the West 
Wyalong story that where this authority is sensitively and sensibly exercised, the 
soldier-musicians find no discomfort in it.  Mateship and friendship, I observed, often 
cut across ranks. 
 
Music making as military work 
Theme three identifies music making in this setting as a form of work and invites us to 
examine the nature of music as work in the context of the military.  The soldier-
musician's are paid - and paid well in Chris's opinion - to do the work of the army.  
They attend their place of work when the army asks them to do so, they do the army's 
bidding, they play military repertoire, they wear military uniform, they march, they 
represent the army ethos to the community, and as they do so they are in effect, acting 
as a military public relations unit.  They are prepared to trade their music and 
ceremonial skills for a salary.  The Band is a group of workers.  Doing military music, 
being purveyors of military symbolism and performing in military ceremonies is their 
job. 
 
Change in the world of the soldier-musician 
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Theme four - which concerns change - will be perhaps less obvious to the reader of my 
account.  It is represented particularly by the imminent arrival of Anita; change occurs 
slowly in military music-making and the acceptance of females into the band in 1984 
indicates a major shift in the ethos of the Band Corp and indeed the wider military and 
Australian society.  In 1989 Anita was still one of the few females in the Kapooka 
Band.  The maximum number of females in the band has been eight.  The theme is 
represented too by my observation that the soldier-musicians are mostly quite young.  
The soldier-musicians I talked with on the West Wyalong trip were mostly in their very 
early twenties, like Rowan, Rachel, and Dean, or younger like Anita and Chris.  Even 
Joe was only in his mid-thirties. Young people form a large part of the Band Corp.  
Their presence must inevitably bring about change even though, as we shall see, the 
military's modus operandi, and particularly its ceremonial traditions, traditions which 
the band is particularly responsible for, are particularly slow to change.  Here at West 
Wyalong their youthful age is thrown into relief as they work in the context of the 
Retirement Village, and by the contrast with the ages of their ex-soldierly colleagues, 
the Vietnam Veterans.  The Veteran and the soldier-musicians represent successive 
generations in the army.  Similarly, the advent of new wars must bring change; the 
Australian Regular Army of today is different from the Australian army of the two 
World Wars, and the Korean and Vietnam Wars.   
 
Military musicians and cultural transmission 
Theme five looks outward from the world of the Kapooka Band to explore aspects of 
the band's relationship to the army and to society.  We observe in our story Chris and 
Anita moving from civilian life, and civilian music making, into the Army and the Band 
Corp, and when they set up their residence, into the civilian community.  We note that 
they have moved through the Basic Training Course and the Defence Force School of 
Music where they continued the study of music which they had begun as school, and 
where they learn to be soldiers.  We are witness to the transmission of the military 
values to its new recruits, who, as members of the Band Corp, have the assigned role of 
purveying the military ideology both within the Army and beyond it to the wider 
community.  The Vietnam Veteran's Parade with the band working as a professional 
military unit, dressed in military uniform, playing military music, marching in an expert 
manner playing the bugle calls at the monument acts as a link between the present day 
army and the ex-soldiers of Vietnam.  The Service and Citizens' hospitality is not 
serendipitous; the Club is here looking after its own.  Services clubs and other 
organisations with military links, like Legacy, War Widows, school cadet corps and so 
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on, all forge links with the regular army.  The Band, by the nature of its civic 
ceremonial work like the Vietnam Veterans' Parade, is often at the forefront of this link.   
All of the soldier-musicians in the story have played in community music making 
ensembles at some time.  Many of the actors in our story mentioned this involvement in 
quite specific ways.  Chris's pride in his orchestral work and his brass band work, Dean 
and others participating in civilian music, Miles's ambition to move from school music 
to the Band Corps, and the involvement of Lindsay and myself in the band are all 
evidence of the very close and very important dovetailing between the civilian musical 
world and the Band Corp.  The Daily Advertiser is quick to recognise this important 
link and seems to have abundant space for reporting the work of the band in particular 
and the Army in general. 
Of course, these themes are not separate entities in the lives of the soldier-musicians, 
rather they are handy analytical categories which may assist us to understand and 
explain the world view of the soldier-musician.  In our account of the West Wyalong 
trip we see these themes interweave in the lives of the soldier-musicians to mould a 
particular set of values, attitudes, demeanours and behaviours which characterise their 
distinctive world view.   
 
The visibility of the researcher 
The reader will notice too another theme, one which is not a concern in the lives of the 
soldier-musicians, but one which the reader - and I - will need to keep in mind as our 
larger story unfolds.  This is the theme of An Academic in Khakiland.  Spending time 
working as a participant observer with the soldier-musicians is not a neutral, objective 
task.  In the story to date the reader will notice that I have human responses to social 
situations.  The nature of my experience in playing at the fete and my attitude to young 
people, wsar, veterans and rank in the military need not be spelt out, if I have been 
successful in the writing of my account.  It is axiomatic that experience induces change.  
One cannot experience such an overtly ideological setting and not ponder on, savour 
and react to, in some way, the experience and its meanings.  The reader will be forever 
cognisant of my presence in my stories, acting perhaps as a litmus responding and 
changing according to the activity in which I am immersed.  It is my responsibility to be 
overt about my presence, to account for my subjectivities and to report my feelings and 
responses as well as my observations and activities.  
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Summary 
My account of the Kapooka Band's day in West Wyalong focused on the band at work 
on one of its main tasks, participation in what was essentially a para-military ceremony 
in a civilian setting.  While work of this kind is important in the profile of the band, 
most of its working hours are spent at its home, the Shelton Band Centre at the 
Kapooka Military Base.  This military setting is important in the moulding of the 
soldier-musicians' world views, and will be our focus in the next chapter.  The six 
important themes in the soldier-musicians' lives which this story embodies will guide 
our discussion in chapters 7 to 11.  
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CHAPTER 7 
THE SETTING 
 
Introduction 
In this chapter I describe some important physical and social aspects of the Kapooka 
Military Area, the setting in which the Kapooka Band does most of its work.  These include 
the parade ground, The Brigadier J. J. Shelton Band Centre, and because it was my 'home' 
during my fieldwork period, the Centre's trombone studio. 
 
The Kapooka Military Area 
Twelve kilometres past Wagga Wagga south-bound travellers on the Olympic Way take a 
nasty dog-legged turn left, and right, to cross the Sydney to Melbourne railway.  They wind 
through farm land and a few rural towns.  At Albury, Wagga Wagga's rival regional centre 
110 kilometres further on, they join the Sturt Highway to Melbourne.  Visitors on military 
business do not take the dog-legged turn; rather they proceed straight ahead on a smaller 
road, past an ornamental brick cairn which announces, in large letters, Kapooka Military 
Area, 1st Recruit Training Battalion.  The visitor soon notices to the right the government 
residential village of Kapooka.  Here, in small suburban houses, live the families of the 
military personnel assigned to the Battalion. 
A kilometre more, and the visitor passes a roadside sign in red and white: All Vehicles 
Check Point, and faces a small Gatehouse in the middle of the road.  Just beyond the 
Gatehouse a white brick wall with the words 'Blamey Barracks, Home Of The Soldier', 
stands in a garden bed.  Two historical guns, mounted on carriages, stand guard at the sides 
of the entrance.  A boom gate ensures that the visitor will stop to complete entry formalities.  
The visitor may be puzzled by the army's enigmatic hospitality; people are made welcome 
but equally, they are also made aware of the security routines.  
On the first day of my four-month fieldwork visit to Kapooka, I was anxious to arrive on 
time.  I wanted to inconvenience my hosts as little as possible.  I was, frankly, apprehensive 
about 'getting it right'.  At the boom-gate a uniformed soldier - he was a recruit, I learnt later 
- stood stiffly at attention and signalled me to stop.  He noted my name, the purpose of my 
visit, my car registration number, and my expected time of departure.  He saluted and 
addressed me as 'Sir', a practice which did little to ease my apprehension.  I asked for a 'four 
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month visitor's pass' as I'd been told to do by Captain Ian, the band's Commanding Officer.  
The recruit directed me to park my car near the small brick gate house.  He beckoned me 
inside and began to phone others to ask how to issue a long-term pass.  The recruit refused 
my request to phone the Commanding Officer of the band to let him know that I'd be late.  
He explained that his call would soon be returned, and that in any case, we shouldn't phone 
the band Captain; if we did have to phone we'd talk to an officer of lower rank. 
Eventually he explained that I should go to the Military Police caravan, where they would 
issue a pass.  I went to the Police building where they assured me that they hadn't been 
phoned from the gate, and that they did not issue visitor's passes.  They directed me to the 
Guard House across a field.  At the Guard House I explained my purpose, but they thought I 
was at the wrong place and said that I should go to the Military Police.  After I explained 
that  I'd just been there, the Guard House Corporal checked with his 'boss' and, after a little 
to-ing and fro-ing, confirmed that the caravan was the proper place to go.  He was courteous 
and efficient and remarked at one stage that he thought I was being 'mucked around'.  
By the time I returned there, the MPs were now expecting me, and once they had collected a 
few personal details, they eventually issued me with a small cardboard 'gate-pass', not a 
'visitor's pass'.  The MP who provided me with a gate-pass was engaged in coarse repartee 
with his mate, who was working behind a partition.  They didn't let my visit interfere.   
I arrived a few minutes late for my eight o'clock appointment at the Band Centre, anxious 
that I may have made a poor impression.  Captain Ian, the band's CO, was slightly 
embarrassed at my story about the 'gate-pass' and not at all concerned that I was late, as the 
band was not to 'sit in' until 9 o'clock.  The first hour of the day had been assigned to 
individual instrumental practice and musicians could be heard practicing in studios, 
corridors and corners, and in the area surrounding the Band Centre.  Some Band members 
moved about the building attending to administrative tasks.  I met the trombonists and 
joined them in 'individual'. 
As I left the area later in the day, the same soldier in the Guard House was still on guard 
duty.  I explained the problems I'd encountered with the pass; I suspect that he thought I was 
admonishing him.  I left with the feeling that it is difficult to make one's self understood at 
times and that I ought to have said nothing.  As he checked my name he bade me to 'Have a 
good day, Sir!'.  However, like most army personnel I encountered he was very courteous, 
and intent on being efficient.    
All visitors to the area are checked at the gate on arrival and departure; indeed this 
procedure applies to Army personnel themselves who enter in private vehicles.  On a later 
occasion, I was a passenger in an officer's private car.  When we had completed the entry 
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formalities the officer admonished the gate guard about the length of his rolled up sleeves.  
'Yes Sir!' replied the recruit as he adjusted his sleeve.   
Appendix item 9 is a map of the Kapooka training area, a section of the Kapooka military 
area. 
 
[Appendix Item 9: Kapooka training area (map)] 
   
A ritual and work site  
The First Recruit Training Battalion's sole function is to provide the initial basic training for 
all neophyte Australian Army personnel with the exception of officers and trades 
apprentices, who are trained at other sites.  Up to 3500 young people train here each year in 
as many as seventy intakes.  Each intake completes a thirteen week program of intensive 
training.  These newly enlisted young people hold the military rank of recruit.  The recruits 
live in Blamey Barracks. 
Blamey Barracks is an incongruous mix of eucalyptus forest and hills, soft lawns and the 
hardware of military life.  Its buildings and roads are set among manicured lawns and 
ornamental and native trees.  There are landscaped ponds, replete with ducks and water 
hens, a picnic ground for visitors, and an outdoors playground for children.  Spread across 
the area are the matériel of military training; rifle ranges, ammunition dumps and obstacle 
courses.  A heavy gun graces the centre of the playground.  Stationary tanks and heavy 
weapons - khaki and metallic mementoes of previous wars - each with its polished brass 
plaque listing dedications and giving historical explanations, are overt symbols of an old and 
emphatically-defended tradition.  This military hardware and the uniforms of the soldiers 
moving about the site provoke a feeling of foreboding in me still.  They suggest a lurking 
firepower, an unseen aggressive capability which the civilian can only imagine.   
These concrete symbols have their counterparts in the behaviours of the soldiers stationed at 
the area.  Whenever recruits move about the site they march in step.  Some of those engaged 
in fitness training march at 'the double' complete with back-packs.  Most are dressed in 
military uniform; others, in gymnasium clothes, are engaged in jogging or other physical 
exercise.  Soldiers practicing grenade throwing, rifle skills, and other forms of violence 
often use language congruent with these rehearsals of aggression.  Speeches in military 
ceremony, and language forms in mundane military activity have ritualistic and symbolic 
elements.  Speeches have ritualistic appeals to the soldierly sacred cosmos: the social 
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responsibility of the military, family values, the past, the need to serve.  Language patterns 
in the army symbolise authority, rank, dominance and order. 
The Guard Room, whose main purpose is to house wayward recruits, is set among green 
lawns and enhanced by freshly painted red and white woodwork trim.  
On the Kapooka Military Area there are the kinds of community facilities that visitors might 
expect to find in large institutional settings; administrative offices, a store, a Post Office, 
accommodation blocks, a library, sports fields, and vehicle compounds.  There are also 
specific militarily installations; an Engineer's Compound, a physical fitness course, a 
grenade range, a rifle range, weapons stores, and an Officers' Mess, a Sergeants' Mess and 
an Other Ranks' Mess. 
Central to the whole area is the broad, level, bituminous parade ground.  A single strand of 
wire fence surrounds the ground.  Green lawns slope up and away on three sides while the 
fourth side is lined by a row of trees.  On all sides of the ground native trees and shrubs and 
a selection of pines are spaced across the lawns.  Native birds peck and twitter and groups of 
geese wander about.  Occasionally an emu or some kangaroos make an appearance. 
At its corners heavy guns set on concrete blocks point away from the Parade Ground, silent 
symbols of power held in check.  Nearby, on the Western side of the ground, is The 
Brigadier J. J. Shelton Band Centre.  On the Eastern side of the ground are two large 
corrugated iron structures which provide shelter for visitors who come to watch their young 
people 'march out'.  These shelters flank the ceremonial dais on which the official party 
takes its place and from which the ceremony is conducted.  The whole area is a strange mix 
of pleasant greenery, lawns, trees and birds, and the paraphernalia of war. 
Although 'Kapooka' is set apart from the city it is seen by local people as an integral part of 
Wagga Wagga.  The Army ensures that its presence is felt in the city by participating in a 
number of civic ceremonies throughout the year and by ensuring that its activities are 
reported regularly in the local media.   
The main purpose of the Kapooka Band is to accompany the weekly march out ceremony 
which takes place on up to forty-eight Monday mornings of the year and the weekly 
challenge  parade which occurs late on most Friday mornings.  While the march out is, in 
fact, a graduation ceremony, the challenge parade celebrates the successful completion of an 
intake's final, and most gruelling, physical test, the 'challenge'.  The march out is a 
spectacular ritual of pomp and circumstance; it is a major event in the army's public 
relations calendar.  The Kapooka Band's expert display of figure marching, and its provision 
of music for the marching and drill demonstration of the graduating recruits, is a central 
attraction of the parade.   
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In addition to its military duties the band performs in a number of public and schools' 
concerts, which provide opportunities for the selection of material from beyond the 
repertoire confines of military ceremonial music.  For example, the band's 1989 CD 
recording Kapooka in Concert contains three marches, an orchestral overture, a big band 
arrangement, four popular songs, an arrangement of a rock tune, an arrangement of a theme 
from an Australian film, and two substantial concert band pieces.  
The Band's weekly engagement schedule is printed on a one-page handout, or written up on 
a white-board.  During my fieldwork the band made the CD, and a tape of ceremonial music 
for the Forest Hill RAAF Base.  The soldier-musicians manage the band as a self sufficient 
unit.  They receive no assistance from non-Band personnel.  The Band's duties include 
cleaning the Band Centre, attending to the laundry of their several uniforms, maintaining the 
garden around the area, doing office work, managing the music library, and organising the 
kitchen's frozen food supply.  Thus, it soon becomes apparent to the visitor that the Kapooka 
Military Area is a place of work.  The Band Centre is a specialised place of work, a work 
site in which music and military ceremony are the main tasks. 
 
[Appendix Item 10: Two Kapooka Military Area scenes: 
• Barrack Blocks or 'lines'; 
• A corner of the Parade Ground] 
 
The Shelton Band Centre 
The Band Centre was opened in 1988 and is recognised among the soldier-musicians as the 
best band accommodation in the Australian Army.  The Rehearsal Chamber is the largest 
room, and the central space, the space where the band spends much of its time.  The 
Rehearsal Chamber is an excellent space especially when it is compared to the facilities 
occupied by civilian and school bands which the soldier-musicians know well; it is purpose-
built, it offers adequate space for a band of this size, it has good lighting and its acoustic 
quality is generally satisfactory for most rehearsal purposes.  It is furnished with chairs and 
strong, firm, music stands.  Clustered around this are the Recording Studio, music practice 
studios, the Music Library, administrative offices, the Orderly Room (where routine 
administrative tasks are attended to), the Laundry, the ablutions rooms, the kitchen, and a 
lounge area.  These days soldier-musicians spend their 'brew breaks', and other social 
periods in the kitchen and the lounge.  During my fieldwork period the courtyard was the 
favourite social location, but it was unsuitable in bad weather and the soldier-musicians 
were inclined to sit in the corridors to eat and talk.   
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Soldier-musicians who live in the suburbs of Wagga Wagga drive to work and park in front 
of the Centre; avoiding the specially reserved parking places for the two Commanding 
Officers and the BSM.  
Against the red brick walls of the Centre are plantings of native trees and roses, all set in 
neat lawns.  Across the most prominent corner of the building is a large wooden sign with 
the inscription Brigadier J. J. Shelton Band Centre carved into it.  
Visitors to the Centre enter by the main door and, when the Orderly Room is staffed, are 
greeted at by a soldier-musician at an office window.  When the band is in rehearsal or at an 
engagement the Orderly Room may be closed so visitors find their way to the offices of the 
senior officers down a corridor to the right, or will follow the sounds to the Rehearsal 
Chamber if the band is 'sitting in'.  Visitors soon notice many mementoes of various kinds 
that hang on the walls of the corridor.  One wall has the band's Annual Photos dating from 
1951 to the present time, another wall has numerous photos of soldier-musicians of the past 
in various formal and informal groupings.  The photographs suggest an air of camaraderie.  
There is a photo board marked Tribute to WO1 Jack Parry.  Parry was a seminal figure in 
the development of the band.  On display are photos of Parry in military, civic and social 
settings, with an autograph copy of the first cornet part of 'Rose Glory' in the centre. Jack 
Parry was, a dedication plaque tells us, the Commanding Officer of the band in the 1960s 
and the composer of 'Rose Glory'.  In another place is a framed autograph copy of the first 
clarinet part of 'Rose Glory'.   
A set of model musicians dressed as the Kapooka Band, together with four platoons of 
recruits, is housed in a glass case which bears a plaque inscribed: 
 
Advance in Review Order 
 this model presented to 1RTB Band 
 by 
 Musn Catania 
 Model made by Bob Scott and Musn Catania 
Bob Scott is well-known in Wagga Wagga as a long-serving member of the Highland Pipe 
Band, and the owner of a toy shop which stocks model soldiers.   
Another memento, donated by a soldier-musician of the past who is now a local business 
man, reads: 
  
Bruce Pinney Perpetual Award 
 presented annually to the 1RTB Band member considered to have rendered the best 
overall contribution throughout the year  
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There are three large display boards of photos and cuttings of the Army Tattoo 1988 when 
soldier-musicians travelled Australia as the Australian Army Band, to present the tattoo as 
part of the Australian Bi-Centenary Year celebrations.  
Flags from Papua-New Guinea, and from Aboriginal people, hang above the corridor.  There 
is also a photo board devoted to the band's 21st birthday celebrations. 
Toward the end of my research period, a number of new glass cases appeared.  The 
appearance of the foyer now verges on the cluttered, so many mementos and glass cases are 
there.  One case contains mementoes from The US Army Band which came to Australia to 
be part of the bi-centenary tattoo.   
These mementoes are symbolic of people, places and events which form important episodes 
in the band's past.  They represent too a set of values; a respect for the past, camaraderie, 
links with the wider Australian Army, and links with foreign Bands and other service people 
with whom the band has come in contact.  The place itself seems to symbolise a respect for 
order and decorum.  There seems to be a valuing of symbols as a means of preserving the 
memories of experiences.  The symbols are powerful reminders to present day soldier-
musicians of the ideology they serve. 
The visitor to the Orderly Room will observe Band personnel busily engaged in 
administrative work.  Depending on the visitors' business, they may go to the Q Store with 
its stacks of instrument cases, and shelves of accessories.   
On certain days the visitor will notice soldier-musicians washing and ironing uniforms, 
readying themselves for their next engagement.  If it is 'brew break' groups of soldier-
musicians will be gathered in the lounge room.  Typically, they will be engaged in animated 
discussion. Some will be in the kitchen where they prepare drinks and hot snacks.  An 
honour system is in place; cold drinks and frozen snacks are stored in the refrigerator and 
members may run a 'slate'; they record what they have taken and pay their bill from time-to-
time.   
 
The trombone studio 
As a guest member of the trombone section the trombone studio was my 'base' during 
fieldwork.  Here the band's three trombonists - Mark, Nola and Dean - and Nigel, the 
euphonium player, kept their instruments, music pads, and personal items.  The trombone 
section also used the room for trombone section rehearsals and Corporal Mark, leader of the 
trombone section, insisted that the room be kept tidy and clean. The studio is about the size 
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of a large domestic bedroom, with a single window opening onto what was then the 
courtyard.  Two adjacent walls are lined with three-ply acoustic board.  The other two are of 
plaster in a pastel colour.  Two air-conditioner installations are attached to the ceiling.  A 
bookcase is placed beside the window and in front of this there is a desk.  Numerous 
instruments and other realia were stored in the studio.  On day, the room housed eleven 
trombones and three euphoniums, all stacked in their cases against the walls.  As is common 
with musicians, many of the cases had been decorated with bumper stickers.  Yellow carpet 
covered the floor of the room.   
Piles of sheet music and band 'parts', along with a small container of 'superslick' trombone 
slide cream, and a music lyre sat on the desk.  The lyre gripped a copy of the second 
trombone part of Kenneth Alford's march The Thin Red Line.  A long, flexible trombone 
cleaning brush, Mark's piece of grey plumber's pipe (which he used for breathing exercises), 
a khaki military jumper, a white pith helmet with its brass spike, a briefcase, a bottle of 
disinfectant for cleaning the insides of instruments, and a pay slip sat on the table.  I noticed, 
with particular interest, copies of books with the titles The Stone-Age Health Program and 
The Country and Western Gospel Hymnal, sitting alongside a portable audio-cassette 
recorder, a khaki webbing belt, and a flat round sweet tin.  An electric guitar and its 
amplifier sat in one corner, incongruent symbols, I thought, of a tension in the musical 
aspirations of young soldier-musicians.  How do young people, employed to transmit the 
military ethos, reconcile this military culture with that of their civilian musical interests? 
 
[Appendix Item 11: Photographs of the Shelton Band Centre] 
 
A 'symbolically constructed community' 
The military personnel of the First Recruit Battalion work in a space marked by clear 
physical and cultural boundaries, so much so that the soldiers themselves dub the area 
'Khakiland'.  They perceive it as a place apart from the wider society and their own civilian 
experience, a place with its own ethos, and its own code of conduct.  It is a community 
within, but apart from, the mainstream of Australian culture.  Roberts (1991b, pp. 12-13), 
and Finnegan (1985), both direct us to the work of Cohen (1985) as we consider the concept 
of communities.  Cohen writes that 'The quintessential referent of community is that its 
members make, or believe they make, a similar sense of things either generally or with 
respect to specific and significant interests, and, further, that they think that sense may differ 
from one made elsewhere' (p. 16).  Roberts demonstrates that the music students in 
Canadian University music schools which he studied develop a strong sense of what Cohen 
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calls a 'symbolic community' (p. 13).  Finnegan shows Cohen's concept, which has a strong 
sense of 'boundary' as an element of community, to be too sharply demarcated to describe 
the world of her community musicians.  Cohen's concept of a symbolically constructed 
community is clearly an appropriate description of the Kapooka Military Area.  Within this 
military community the band, with its special symbols of musical skills, knowledge, 
sensitivity and understanding, together with its instruments, its library of music and its 
history of military band tradition, forms a symbolic community within the wider military 
community 
I argued in chapter 5 that people's world views are shaped in a dialectical relationship to the 
social setting in which they live and work; their attitudes and behaviours are shaped by what 
they do, where they do it, and who they do it with.  What they do, in turn, moulds the 
settings in which they live and work.  As Hughes (1958) put it 'A man's (sic) work is as good 
a clue as any to the course of his life and his social being and identity' (p. 48).  Probert 
(1989) agrees; she argues that our work shapes our actions, our perceptions and our values.  
The Kapooka Military Area is a place of work.  The soldier-musicians regard their duties as 
work, and their work is largely concerned with the transmission of the ritual, symbolic 
behaviour of the army.  The Army acknowledges this; the Officer Commanding the Band 
Corps of the Australian Army also holds the post of Staff Officer Ceremonial.  Music is at 
the core of this ceremonial function. 
While the material culture and the behaviour of any group of people are symbols of values, 
the army's deliberate and cultivated use of symbols sets its area off as one of society's 
special places.  The Kapooka Military Area is a repository of the symbols of soldierly 
behaviour, potential for violence, democratic values, patriotic sentiments, and peace and 
prosperity.  It is a site of the paradoxical symbols of war, and its opposite, peace.  Only 
churches engage in consciously and deliberately constructed symbolic behaviour to the same 
degree as the army.  The work of the Kapooka Band is central to this symbolic context. 
Ethnomusicological and anthropological studies of secular ritual are typically concerned 
with theories of ritual, or with ethnographic accounts of particular rituals in cultures other 
than those of Western, urban communities.  A review the literature shows that only a 
handful of scholars, notably Small (1987), and Kingsbury (1988), have studied the 
phenomenon of ritual in secular music making in Western cultures.  These scholars agree 
that Western musicians and their audiences enjoy performance practice which is essentially 
ritualistic in nature.  For Small, symphony concerts are ritual performances and symphony 
musicians are paid to enact rituals.  Kingsbury's work examines the ritualistic nature of the 
solo recital in the culture of an American music conservatory.  Small's and Kingsbury's 
Western 'classical' musicians however are not conscious of the ritualistic nature of their 
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work.  Conversely, soldier-musicians are professionals of ritual; they are consciously 
engaged in formal, official, ritual ceremonies.   
 
Summary 
This chapter has introduced the Kapooka Military Area, its parade ground and the Shelton 
Band Centre, which together constitute the setting which is the Kapooka Band's home.  The 
Band does most of its work here, and in other military settings, or in civic settings which, 
because of the presence of the band, acquire for the moment some military characteristics; 
the West Wyalong Viet Vet's parade is a case in point.  It is evident that the principle 
contexts in which the soldier-musicians' world views are formed are the military settings, 
music making, symbolic behaviour and the work they do.   
In the next chapter I will focus on the most vexed problem in the soldier-musicians' world: 
that is, the military rank structure. 
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CHAPTER 8 
NEGOTIATING 'THE ARMY PROBLEM' 
 
Introduction 
In the next two chapters I examine the day-to-day world of the soldier-musicians as they go 
about their mundane tasks, in their home settings, doing work other than formal 
performances.   
In this chapter the theme 'being a soldier' will be the focus.  In chapter 9 the focus will be 
'being a musician'.  In the reality of the lived experience, the two themes - and the other 
themes listed for examination in my dissertation - are inextricably linked; in fact it is this 
linkage which is at the centre of my study.  The themes are separated in my analysis in order 
to facilitate conceptualisation, and because the two themes represent the major tension in the 
soldier-musicians' lives.  My purpose here is to develop an understanding of the dialectic 
between the soldier-musicians and their military context. 
In chapters 6 and 7 we noticed that the military setting is characterised by a plethora of 
concrete symbols and a high degree of ritualised behaviour.  This ritualised behaviour 
regulates the workaday life of military people; the wearing of uniforms, the modes of 
personal grooming and deportment, the presence of special items of realia, regalia and 
mementoes, the military modes of speech and gesture, discipline procedures, rules about 
personal behaviour, duties of the band and its various officers, and - most of all - by the 
behaviours necessitated by the rank system.  I will call this ritualised behaviour army 
formality.   
Army formality 
Army formality in the Kapooka Band is generated by two processes.  One process is the 
learning and implementing of the official rules of the military, and the other is the everyday, 
unconscious but constantly rehearsed, formalised modes of social intercourse developed in 
the context of the official rules of the army.  The second process is often contrary to the 
formal rules, and is developed by the soldier-musicians as responses to, or interpretations of, 
them.  Evidence of the army's rules are omnipresent in the military setting; so too is 
evidence of the soldiers' efforts to negotiate them.   
Army formality is codified in the Standing Orders of the 1st Recruit Training Battalion Band 
(1st Recruit Training Battalion Band, 1988).  As an outside observer I am fascinated by the 
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degree of detail contained in the orders and, conversely, by the inability of the army to 
control anything but the most superficial behaviour of soldiers.  To be fair, the army 
recognises this dichotomy and it goes to some lengths to encourage soldiers to use initiative 
and to be resourceful.  In doing so it tries to both dictate modes of behaviour and yet to have 
soldiers be responsible for their own behaviour.  Lieutenant-Colonel Tony Sillcock told me 
that the army trains the young soldier to relate well to other people in a communal setting, 
and that: 
[the soldier] learns a lot about self discipline and motivation because, unlike the popular 
belief, the military doesn't rely on blind obedience, or being told what to do every step of the 
way.  We rely heavily on people thinking for themselves and we encourage them to learn to 
do so.   
Standing Orders of the band are the same as for those of other units except for minor 
wording details and for specifics of the duties of the band.  Standing Orders themselves say 
that '... the military system demands a high standard of self discipline' (p. 3/1).  Military 
theorists including Ross (1985) and Sarkesian (1981) point out that the popular belief that 
the army expects total and blind obedience to its rules is not so, and probably never has 
been.  Yet, the duties of the soldier-musicians and their expected modes of social intercourse 
and personal behaviour are prescribed in great detail in Standing Orders.  While evidence of 
the effect of Standing Orders is forever apparent in the behaviours of soldier-musicians, so 
too is evidence of the ways in which individual soldier-musicians interpret the Orders.  It is 
the interplay between the rules of Standing Orders and the ways in which soldier-musicians 
know how and when to obey, disobey or bend the spirit and the letter of this etiquette that 
interests the observer of social life. 
Soldier-musicians work within a context characterised by formal rules including Fire 
Orders, Security Orders, the 1st Recruit Training Battalion's Orders and the 2nd Military 
District Routine Orders.  In addition to the sixty pages of Standing Orders '... periodical 
instructions, Routine Orders and directives are issued under the authority of the Officer 
Commanding ...' of the band (p. ii).  If there is ever any doubt in their minds about their role, 
these documents spell out, unequivocally, that soldier-musicians are indeed soldiers.  In the 
band's own Standing Orders there are rules which govern the discipline, conduct and 
administration of the band members and these rules are listed under the headings Functions 
and Role, Command and Organisation, Discipline, Parades, Loss and Damage to 
Commonwealth Property, Dress, Medical and Dental, Leave, Transport, Private Vehicles, 
Post and Communications, Sport, Messing, Staff Club, Duties, Inspection and Ceremonials.  
Standing Orders provide guidance for soldier-musicians for twenty-four hours a day. 
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While it is beyond the scope of my study to examine Standing Orders in detail, I will 
reproduce, in table 2 all of the section of chapter 3 headed 'Military Discipline - General', 
because this section sets out the intention of those parts of the document which prescribe 
behaviour.  The section embodies what seems to me, a non-military observer, a dichotomy; 
while the first line begins with a call for self-discipline, the document goes on to provide for 
a high degree of externally imposed discipline. 
Table 2: Ist Recruit Training Battalion Standing Orders (1988, p. 3-1) 
Military Discipline - General 
301.  The military system demands a high standard of self discipline.  All ranks should 
realize that the provisions of Acts, Regulations and Orders, including Standing Orders, 
represent boundaries fixing the common interest within which all members are bound to 
conduct themselves. 
302.  Obedience by all ranks is a necessary fort (sic) of discipline.  It is essential that orders 
are carried out promptly and without question to the best of the members (sic) ability.  
Should a grievance be imagined a request for redress or respectful query should follow. 
303.  All ranks holding authority are to administer discipline with firmness and fairness, 
remembering that arrogance and abuse of power produce resentment, ill feeling and a 
decreased standard of discipline.  Breaches of discipline must not go unnoticed. 
 
Bearing and Behaviour 
304.  All members must maintain a high standard of bearing and behaviour at all times, 
whether wearing uniform or not.  By these standards, people judge the services, and so it is 
essential that all ranks are a credit to their uniform, especially in the public eye. 
 
Saluting 
305.  All members are to salute, or accord the proper compliment, to officers at all times in 
accordance with customs of the service. 
 
Mode of Address 
306.  Officers and Warrant Officers are to be addressed as 'Sir'.  NCOs are to be addressed 
by their rank, e.g. Staff Sergeant, Sergeant, Corporal or Lance Corporal. 
 
Chapter 3 goes on to list rules about Gambling, Intoxicating Liquor, Drugs and Narcotics, 
Firearms, Ammunition and Pyrotechnics, Money Lending, Personal Hygiene, Electrical 
Fittings, Vandalism, Cutlery and Crockery, Marching Troops, Hitch Hiking, Traffic Signs, 
Security of Valuables, Arrest/Custody, Redress of Grievances, and Unauthorised Entry.  
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Other chapters, which are specific to the codification of modes of army formality include 
Dress (what to where and when to wear it, including details of civilian dress, hair length and 
styles, shaving, and maintenance of clothing), and Orders of Dress (which contains 
specifications of ceremonial uniforms). 
The process of negotiation of army formality is the essence of being a soldier.  It may be 
especially true for non-combat troops in a setting which is based on that of a combat unit on 
a 'war footing'.  War is, after all, the purpose of the military.  While the combat units are 
preparing for a time of war, at an unknown distance in the future, the soldier-musicians are 
doing the work for which they enlisted.  The combat troops are 'on hold', while the soldier-
musicians are able to get on with the work for which they are trained. 
Paradoxically, while the soldier-musician's work is essentially non-combat work, it does not 
follow that civilians could do it just as well, because without the understanding and 
internalisation of the military ethos, the soldier-musicians could not do their work 
effectively.  While soldier-musicians are professionals in the ritualised expression of the 
military ethos, they do their day-to-day non-performance work more effectively if the 
structure of army formality is suspended.  
The rank system 
Military personnel in the Australian Defence Forces are assigned to one of three groups.  In 
the army, those who are yet to gain rank are called private soldiers.  Above these are a set of 
Non-Commissioned Officers (NCOs) and Warrant Officers (WOs).  At the top of the 
hierarchy are the Commissioned Officers.  Soldiers-in-training are called recruits, officers-
in-training are generally called Officer Cadets, but in the Band Corps are Student Band 
Officers.  WOs, NCOs, privates and recruits are known broadly as soldiers  or as other ranks 
(ORs).  In the Band Corps, privates are officially designated musicians.  Rank is clearly 
designated by the insignia worn on the shoulder (in the case of Commissioned Officers) and 
on the higher part of the sleeve by NCOs and privates.  Insignia of rank must be worn with 
all uniforms.  
[Appendix Item 12:  Armed Forces of Australia Badges of Rank] 
Rank to the level of Corporal is conferred on soldier-musicians by the OC/MD but above 
this by the Soldier Career Management Agency on the recommendation of their Officer 
Commanding and the Director of Music-Army.  Soldier-musicians transferring from one 
Band to another retain their rank.  Each Band in the Band Corps has an establishment of 34 
positions.  These positions include two Commissioned Officers; one captain (the Officer 
Commanding/Musical Director, or OC/MD), and one lieutenant (the Second in Command, 
or 2IC).  In the Kapooka Band there are eighteen non-commissioned officers (NCOs) which 
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include one Warrant Officer, Second Class, (the band's Sergeant Major), two staff sergeants, 
three sergeants, ten corporals and two lance-corporals.  There are fourteen musicians.   
Symbols of rank, in the form of insignia, are omnipresent in the army, but even more 
omnipresent is the symbolism of the persons holding the rank; officers themselves are the 
embodiment of the authority of rank. 
In a band of thirty-three people, 60% hold rank.  In other words, 60% of the band members 
are able, in fact are required by Standing Orders, to pass orders and instructions down to the 
other 40%.  While rank is assigned in recognition of merit, and while rank brings with it 
some privileges and more pay, members of the band have to become extraordinarily adept at 
exercising authority and obeying a multiplicity of orders in such a rigidly structured and top 
heavy system.  No wonder Captain Ian lamented 'the army problem ... [and] the 
NCO/sergeant/private situation ...' as his central concern.  I have adopted the term negotiate, 
to denote the complex set of understandings and behaviours which are forever in operation 
in the band as the soldier-musicians try to work within the formal structure of the army.  I 
was fascinated to observe that the morale of the band was usually quite high, despite the 
'army problem'. 
Soldier-musicians' tales: Three COs discuss the rank system 
Three senior Commissioned Officers explained to me their interpretations of the rank 
system.  One, Captain Pat Pickett, expressed it in functionalist terms; he gave a view of the 
structure and intended purpose of the system, a view of the system as it should ideally work.  
The second, Captain Ian McLean, on the other hand, interpreted the rank system as being 
essentially incompatible with the world views of musicians, especially at the time they enter 
the Band Corps.  The third, Lieutenant-Colonel Tony Sillcock's explanation embraces 
something of both views.  Captain Pat was in command of the Kapooka Band and thus was 
responsible for seeing the system function; Captain Ian (by now a major) had moved to 
Band Corps Headquarters in Canberra where he was responsible for the posting of soldier-
musicians to all seven bands and was very conscious of the need to retain soldier-musicians 
for longer periods of time.  Lieutenant-Colonel Tony, as Commanding Officer of the Corps, 
was taking a longer view of a soldier-musician's career in the Corps and considering the 
need to see them in terms of their personal developmental.  First, I will cite Lieutenant-
Colonel Tony who recognises the educational process that new members of the Corps 
experience: 
We try and develop, during their time as their career unfolds, ... their musical skills, [and] a 
range of personal skills and management skills ... as they go through the ranks.  So [when] a 
young soldier joins up, really all he's interested in is his playing.  He learns his military bits 
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and pieces ... and he picks up a lot about what the military is ... It's not only [a soldier-
musician's] own [musical], performance but the values they pass on ... that we are trying to 
give to people in the army ...' 
Captain Pat explained it this way:  
The guide-lines are there.  If you work within these, we are very safe.  Once we step outside, 
things become dangerous.  While we do not ask for 'Yes Sir, No Sir, three bags full Sir' we 
do ask people to obey the rules and to obey directions.  Rules are regarded as a leadership 
tool.   
He said that officers and soldiers work sensibly together, and that '... no officer worth his 
salt, will give an unreasonable order'.  He himself tried never to give direct orders to 
soldiers, rather, he explained to his subordinates the nature of their individual duties, the 
tasks he was assigning to the band, and the reasons for them.  As he tries to make reasonable 
demands of his subordinates, they are generally happy to go about their work without letting 
problems arise. 
Captain Ian, in an interview in which he was discussing the process by which young 
musicians become soldier-musicians, identified historical reasons for what he saw as a rift 
between the world view of musicians and the expectation of the army:   
The biggest [problem] is the army.  The inverted commas 'army' ... particularly concerning 
artistic people ... by the very nature of the name (ie. army) they're in the game for killing, 
maiming and pillaging, not anything to do with the arts.  So, we [the musicians] are against 
the whole system.  The problem has probably compounded in recent times because the 
standards [of military musicians at entry into the army] are rising all the time.  Originally, 
when I joined the army twenty years ago, music was only the secondary type ... or an equal 
share ... of the job ... Our other part of the job was stretcher bearer so that when we went to 
war (and it certainly happened in Vietnam) your job was as a stretcher bearer ... you were in 
the battalion, you were a part-time musician.   
Now, in just twenty years, bands have been pushing through all the way and improving their 
standards, become an artistic force to be reckoned with and really only second in the 
performing sphere to full-time performance people in the concert orchestras.  Anyone who 
[can't] get a job in the orchestra ... unless they want to teach they come to us.  So that is a 
very different scene from someone who came in ... hardly able to play but music is a bit of a 
hobby and went to Vietnam and carried a stretcher.  Now we are getting some coming in 
with a degree so ... we've changed and musical people have changed but the rest of the army 
hasn't.  Their thinking is still 'Why aren't these people being stretcher bearers? They [the 
musicians] have no understanding of the temperaments or requirements of the army'.  So the 
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first problem is the army itself, and learning how to cope with that lot.  A lot of people can't, 
and that is why we lose a lot of people; not so much for what happens in the band.  It 
happens as a result of army policy and so forth ... and most of the difficulties spring from 
that to tell the truth.  Things like the NCO/sergeant/private situation; that is a situation 
caused by the army.  In a [symphony] orchestra the first trombone is not going to say to the 
second trombone 'Go and sweep the floor,' or 'Go and load the truck'.   
Here Ian has encapsulated the tension created by a conflict of interest between the 
aspirations of musicians who join the army and the expectations of the army, particularly in 
regard to army formality.  This conflict seems to be an inevitable outcome of the increased 
professionalisation of the Band Corps.  It is a manifestation of the institutional/occupation 
dichotomy (Moskos 1986 and 1977, and Moskos & Woods 1988) discussed in chapter 3.  
Here soldiers see themselves as specialists in their professional fields, rather than as general 
soldiers with special skills.  In my story of the West Wyalong trip we saw Sergeant 
Craddock, and BSM Walker, soldier-musicians who played their roles easily, exercising the 
authority of their rank in a way that generated no tension, or at least no tension in the 
immediate circumstances; their instructions were accepted as was their authority.  We saw 
too Lieutenant Joe learning to exercise his newly conferred Commissioned Officer rank in a 
situation in which he had been deliberately placed as a learning experience.  Despite his 
naivety in the role, he too incurred no animosity from the soldier-musicians.  Corporal 
Mark, on the other hand, was seen to be petty and ready to pounce on those of lower rank 
than himself for infringements of army formality.  This is not to say that Dean's behaviour - 
moving while standing at attention on Parade - was not worthy of censure.  It was rather a 
case of Mark not being sensitive to the time and place of his censure and to his own 
demeanour in exercising his authority.  Perhaps the nub of Mark's problem was that he 
seemed to feel personally affronted by Dean's behaviour.  The other officers to whom I've 
referred seemed to be personally uninvolved in the delivery of admonitions and instructions; 
they were seen to be acting in the role of their office, not out of personal affront.  In the 
West Wyalong story I introduced some of the tensions generated by the rank system.  Later 
in this chapter I present four stories which illustrate the nature of the rank system in practice 
in the Kapooka Band, and the responses of soldier-musicians to it.   
When Captain Pat described the rank system, he described it, I believe, as it functions for 
well socialised soldier-musicians, for those who have constructed a world view which brings 
together elements of a soldier's world view and elements of a musicians world view, to form 
a new, soldier-musician's world view.  My own observations confirm that Ian is discussing 
the lived experience of most soldier-musicians, while Pat presents an idealised goal.   
The army's system of rank, and the code of discipline which the officers and soldiers are 
required to follow, operate in a dialectic with the personal qualities of the soldier-musicians 
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themselves.  In order to understand how soldier-musicians experience and negotiate army 
formality we need first to describe the rank system, and the 'job description' of the soldier-
musicians. 
Uniforms 
Band Corps soldier-musicians wear as many as ten uniforms or variations of uniforms 
depending on the season and the occasion.  On some occasions soldier-musicians may wear 
civilian clothes to work, but only when expressly permitted to do so by the OC or the 2IC.  
These occasions include travelling to engagements, and special projects, like the recording 
of the CD.  Casual sports clothes are worn for the weekly physical exercise session. 
 
[Appendix Item 13: The Band's main uniforms] 
When they are not on Parade or preparing to go on Parade, all soldiers wear what they call 
dp's (disruptive pattern camouflage uniforms), the olive-green camouflage pattern worn by 
soldiers in their day-to-day work.  These are complemented by Ankle High Drill Boots with 
ten pairs of lace holes which '... are to be laced with the outside laces running horizontally'.  
'Howard Green' pullovers are to be worn 'when ordered'.  The Band has two 'Orders of 
Dress', 'Number 1 is worn on Marching Band tasks' and 'Number 2 is worn on concert band 
tasks'.  The uniforms are similar in all details except that for Marching Band tasks there is a 
white ceremonial helmet.  For both uniforms there is a choice (the OC/MD makes the 
choice) of scarlet or a white jacket with brass buttons.  Dark blue trousers, black socks, 
black shoes, and 'orders, decorations and medals' are a part of each uniform.  A new 'all 
seasons' uniform recently (1993) replaced the summer 'polyester' and winter woollen 
uniforms which have been worn by all Australian army personnel for about forty years. 
Duties 
As noted in the previous chapter, Kapooka Band members are responsible for all musical 
and non-musical tasks associated with the running of the band.  They load and unload the 
band truck, clean the band truck, maintain the grounds and gardens of the Band Centre, 
clean the kitchen, maintain the band library and administer the distribution and collection of 
band music, maintain and implement a band calendar of engagements, maintain staffing 
details, attend to correspondence, the acquisition of stores, the preparation of budget 
estimates and - a practice which I understand is idiosyncratic to the Kapooka band - the 
making of picture frames, display boards and memento display cases. 
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Normally the bands of the Band Corps are not assigned any ancillary staff to assist with non-
musical aspects of their work, although a Commissioned Officer newly posted to Kapooka 
told me that the band with which he had worked previous to his Kapooka appointment had 
the assistance of several non-musicians while the band was touring.  He regarded this as a 
great advantage because the non-musical tasks which a band is required to do are quite time 
and energy consuming.  
It is beyond the scope of this dissertation to present a detailed study of these duties and the 
ways in which they are allocated, but it is necessary to sketch the broad outline the nature of 
this work because it is central to the experience of being a soldier-musician. 
The Band is led by its Commanding Officer and Music Director who is the band's leader in 
both the military and the musical sense.  He (there are no female CO/MDs in the Band 
Corps yet), is responsible for the selection of music repertoire, the acceptance of 
engagements, and the interfacing with the rest of the First Recruit Training Battalion and 
with Band Headquarters in Canberra.  The CO is very much the '... man in the middle' to use 
a band phrase.  The Second in Command and Deputy Music Director assists the 
commanding Officer, and at the same time, is in fact training to take command of a band one 
day.  Despite the fact that Lieutenant Joe is such an excellent musician, his work as 2IC was 
predominantly in administration.  In this the 2IC is assisted by the Staff Sergeant, who is in 
charge of the band's Orderly Room, which is the administrative centre of the band.  The 
Staff Sergeant is assisted by various NCOs. 
The Band Sergeant Major (a warrant officer), is responsible for the day-to-day running of 
the band; the BSM ensures that the band's seating and music stands are set up for rehearsals 
and concerts, that the truck is loaded and unloaded according to an accurate list of 
requirements, and that Standing Orders are followed.  Other NCOs are coopted to assist with 
this work. 
One of the sergeants is appointed Drum Major and in this role is responsible for leading the 
band on marching duties.  He adds colour as he marches alone in front of the band, using 
mace signals to direct the band, and adds colour and spectacle with his movements of the 
mace. 
Standing Orders (Section 15) lists duties for a Duty Sergeant, a Band Duty Corporal and a 
Band Duty 2IC (a Lance Corporal) a Band duty NCO, a Band Drum Group NCO, a Road 
Transport NCO, a Sound System NCO, a Band Duty Corporal, and a Work Section NCO.  
All members of the band are assigned to Support Sections; One Section or Two Section.  
Sections are assigned duties either on a weekly 'tour of duty' basis or from time to time as 
directed by the OC. 
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Structure versus substance 
A continuous concern in my dissertation is that of the relationship of structure and 
substance.  While the structure of organisations can be detailed in neat sentences on paper, 
the experience of the people working within the structure varies as individuals interpret, 
obey, resist, negotiate or disobey the structures imposed by those in authority.  By structure 
I mean the rules laid down by an institution - in this case, the army - rules which seem to be 
prescriptive about people's behaviour.  By substance I mean what people actually do (their 
behaviour) and what they actually experience.  To my surprise - the army seems so highly 
structured to me - the tension between structure and substance in the army is just as marked 
as it is in non-military organisations. 
Captain Ian then offered an explanation of how he saw the relationship between structure 
and substance in his role as OC of the Kapooka Band, in response to my observation that: 
 ... some of the questions I am asking I could get out of a manual or are pretty obvious ... but 
I would like ... you to talk to me about the structure of the band ... [how] you look at the 
band as a unit of people ... how it is structured from the top down or whichever way you [see 
it].   
Ian's answer begins with his opinion that there is no single proper way to run a band.  His 
answer also demonstrates the ever-present concern not to let military formality - the 
deference to rank and the formal allocation of tasks - to stand in the way of getting things 
done.  Even though Captain Ian says that 'My views would differ from others ...' the desire 
to transcend the restraints of army formality is normal in the Kapooka Band:  
 ... it is very much a personality game and even though there might be things written down - 
duty statements for each person ... I certainly haven't worked along those duty statements.  I 
try to work to people's personalities ... to what is best suited to them ... also, although there 
are duty statements saying what people do, the band is a very autocratic structure and really 
the ruling is (though other people might like to think they have some influence in it, and part 
of the job is to make them think they do have some influence) there is only one music 
director.  He is where the total influence should come from.   
Ian explained that, although 'the book' specifies a '... triangular structure that comes down 
from the top ...' and that each Commissioned Officer, and Non Commissioned Officer 
should 'have his bit of power':  
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 ... my personal opinion is that I don't agree with that.  It must be an autocratic thing.  There 
is one person [in charge], and the rest are the players.  There are a few tasks assigned 
especially to the 2IC and to the BSM but everyone should pitch in and help with these jobs. 
I asked Ian to tell me about the BSM's job as it seemed so important; the BSM was often 
giving orders, making arrangements, and overseeing the work of the soldier-musicians: 
Keith's work is the day-to-day running of the thing, I guess ... at the end of each week he 
would come into me with his sheet and I would give him my planned routine for the next 
week ... what we are going to do [hour-by-hour for the next week] by the Friday of the 
preceding week ... then it is up to Keith to go and make sure things run smoothly.  So, if I've 
said that we are going to have a ten thirty rehearsal in at the Riverina Playhouse, then it is up 
to him to make sure that the transport is fixed up to get us into the rehearsal, and that all the 
equipment we require is loaded for that rehearsal. If there are lunches required for everyone 
... then it to be all organised ... the routine day-to-day running of the thing ... that's really 
Keith's job.  He can't do it all by himself [so] he needs to work in conjunction with a lot of 
other people.  First of all [he has to work with] me because he would need to know what we 
were going to play, so that he can make his load list ... whether we need xylophones and all 
that sort of stuff ... 
I asked 'Are there times when a job needs doing and there is a person whose official position 
suggests they [should] do it, but you decide that they are not the best person to do it.  Would 
you go outside those guide-lines?' 
Very much so ... I'm a great believer in the adage that if you want something done properly, 
do it yourself.  That's why I've been at work today, fixing up other people's mistakes for if I 
had done the wretched thing myself, before I went on leave, it would have all been done.  It 
sounds a bit vain, but that is just the way I work.  There are definitely things that would 
[officially] be Keith's job that I won't give to Keith because of his ... bombastic sort of 
personality.  I might give it to someone else, ... next year's BSM, he would probably get that 
particular job.  Yes, it really is fully dependant on personalities.  Horses for courses. 
'Horses for courses' was a phrase often used by Ian; he expressed a belief in giving people 
jobs for which they were suited by virtue of their skills and interests. 
Exercising authority 
Non-commissioned officers carry the major responsibility for military discipline in the band; 
their rank brings with it authority which they exercise frequently each day.  Because non-
commissioned ranks are lower ranks, they are often held by younger, relative inexperienced 
people.  This ambiguity between their need to do the 'dirty work' of Band discipline, and 
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their inexperience, is addressed in opportunities contrived by the army for them to practice 
the exercise of authority.  These opportunities may fall mainly within the context of musical 
skills, or within the context of military leadership, or they may straddle the two.  Taking 
command of ritual drills like roll call is an exercise in military leadership.  The directing of 
band section rehearsals, or warm up and tuning  require the exercise of musical skills.  Some 
interactions in the Band require musical skills, but in a sense all interactions require military 
skills, because all interactions are made in the military context by people in military roles.  
All interactions take place in the minefield of army formality.  
Non-commissioned officers are able to practice their leadership roles in the enactment of 
ritual drills.  While the drills may well serve to enhance the efficiency of the soldier-
musicians, they also serve as opportunities for those of non-commissioned rank to reinforce 
their status, and to practice the exercise of authority.  The ritual early morning roll call 
which was observed each day during my participant observation fieldwork serves this dual 
function.  A sergeant of modest personal authority (he revels in the nickname of 'Shit Arse' 
because of his tendency to be sullen and petulant) and modest instrumental skills, signals 
that roll call is about to begin by walking through the Band Centre announcing 'roll call' in a 
stentorian voice.  Others take up and echo his call.  Bandspeople hurriedly emerge from 
practice studios and gather in three parallel lines on the road in front of the Centre.  The 
sergeant takes the band through a series of drill movements including 'attention', 'stand at 
ease', 'left turn', 'right turn'.  Finally he calls the roll; the soldier-musicians reply with a 
shouted 'Sir!'  He speaks with authority and is ready to admonish those whose actions are 
sluggish.  While he may well be conscious that the appellation 'brown bum' is alive and well 
in the minds of the obedient soldier-musicians, for the moment the sergeant is exercising the 
formal authority which comes with rank.  His right to exercise this formal authority is, of 
course, uncontested by the soldier-musicians, but he has not yet earned the status which 
would follow an improvement in his musical skills or in the development of his military 
leadership skills.  There is a tension between the status conferred by rank and the perception 
others have of his acquired status. 
We now turn to several case studies of soldier-musicians in the process of negotiating the 
army's system of rank, orders and discipline.  We will see that few soldier-musicians in fact 
obey the rules of Standing Orders; in the end it is probably impossible to do so.  It is just not 
possible to legislate the details or the quality of people's personal interactions, even if it is 
possible to formulate rules about their behaviour.  Human experience is determined only in 
part by formal structures.  In the army, people assert their personality and exercise discretion 
within the parameters of the structures. 
A story: Nola resists authority 
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This story is drawn from the band's trombone section, the section of which I was a member 
during my fieldwork.  The two main protagonists in the story are the band's first trombonist, 
Nola and its bass trombonist, Corporal Mark whom I introduced in the West Wyalong story.  
Dean, the second trombonist and singer, is the other player.  As a guest member of the 
section I found it was a challenge to avoid being caught up in an on-going conflict which 
was generated as Nola employed her considerable personal and musical talents to resist the 
authority which Mark tried - quite legitimately - to assert in his role as 'section leader' with 
the rank of Corporal.  
Among the duties allocated by the band's CO is the leadership of the band's instrumental 
sections.  This task is usually the role of the most senior NCO in the section, but it may be 
given to another musician of lower rank, by virtue of their talent as a musician.  Section 
leaders' responsibilities in this role include the conducting of section rehearsals, and some 
administrative and musical leadership tasks.  Section rehearsals are thought to be of great 
value in improving the quality of the band's performance.  The section leaders take their 
section to a separate location for the section's rehearsal of its 'parts' in particular pieces of 
music.   
My account of the on-going conflict in the trombone section, which, I sense was beginning 
to develop at the time I commenced my participant observation fieldwork and lasted for the 
complete four months of my stay, shows a complex interplay of military leadership skills 
and music skills which resulted in the continuous negotiation of Mark's conferred status, in 
his rank as Corporal, and his informal status which he earned by demonstrated soldiering 
skills and musical skills. 
Mark was determined to develop both his soldiering skills and his trombone playing.  Nola 
believed that he took his work too seriously, to a point where he was 'a pain in the arse'.  
Mark, she agreed, was a very competent bass trombonist.  As we saw in our West Wyalong 
story, he was an earnestly conscientious soldier-musician.  Mark made determined efforts to 
be a good section leader, and Nola's growing determination to resist his leadership 
developed into a major but, necessarily, covert conflict; while his conferred status precluded 
Nola from any kind of open confrontation, she demonstrated a determination to frustrate his 
efforts to exercise his authority.  She effected a cooperative demeanour while in fact 
contriving evasive behaviour; when Mark would call a section rehearsal Nola would profess 
to have an appointment for a 'cello lesson at that time, or a commitment to arranging a piece 
for the band, or a need to practice for a solo item she was soon to perform.  When Mark 
would speak to her on matters of ensemble style she would suggest an alternative approach.  
When he suggested a louder performance of a passage, she would play it just a little too 
loud.  When he suggested a particular mode of articulation in a passage of music, she would 
purport to articulate just as he said, except that she would either exaggerate the articulation, 
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or slightly mis-interpret some small detail.  Nola was an excellent musician and had the skill 
to make this form of resistance very subtle and very effective.  While this resistance was 
more blatant in section rehearsal it was carried on even more covertly, but with just as much 
determination, in full band rehearsal with the CO conducting.  At times when Mark 
attempted to give an instruction to the trombone section during full Band rehearsal, Nola 
would affect a preoccupation with something being said by an officer of a higher rank than 
Mark. 
While Mark was able to invoke the status he had by virtue of his rank, Nola's skills as a 
trombonist, arranger, singer, entertainer, and (we all knew), as a budding 'cellist in civilian 
life, gave her a high degree of informal status.  She was able to 'lead' the section because she 
had great charismatic authority, and a high level of musical prowess, and because she played 
the first, or highest and therefore the most audible trombone part.  Her demonstrated music 
talent had earned her a position of respect and admiration in the band.  She was an energetic, 
intelligent and committed musician.  Yet her commitment to soldiering was ambivalent.  
Nola's subtle resistance to Mark's leadership efforts was strengthened when the second 
trombonist, Dean, sided with her.  Dean, like Nola, held a great deal of informal status;  he 
was the band's singer and had earned much local popular acclaim for his singing in public 
concerts.  He had a certain flair as a entertainer, and was bright, intelligent and personable.  
Dean and Nola's coalition of resistance to Mark was characterized by the complex 
intersection of personal and musical dichotomies.  Mark was considerably older than the 
other two.  He was, I estimated, in his late twenties while Dean and Nola were in their early 
twenties.  Mark had been in the army for much longer than they.  He pursued the military 
side of his work in a serious and earnest manner. He was married and a parent, they were 
both single and without children.  He was conservative in his views and his civilian dress 
and demeanour, they both approached their work and their personal presentation with the 
flair of popular entertainers. Mark's conscientious commitment to army formality, as 
opposed to the others' ambivalent commitment here was a prime cause of conflict.  
Musically Mark was very competent but in a formal 'classical' way while Nola was also very 
competent but in a 'modern' way.  Mark's playing was always accurate, his tone good and his 
sense of ensemble playing fine, while Nola and Dean played with greater individuality.  
Mark confided to me his opinion that Nola '... is a good soloist but doesn't really make much 
effort to develop as a section player'.  Nola and Dean made derogatory comments to each 
other - within my hearing - about what they professed to judge to be Mark's unattractively 
clinical style of playing.   
I was often caught in a cross-fire of allegiances, with subtle invitations from all three 
colleagues to take sides.  Mark in particular was keen to have me side with him, probably 
because I shared his style of playing, and was a husband and a father.  He was also closer in 
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age to me than the others were.  Nola was a particularly lively person with a strong desire to 
do well in her life; but, at this stage, not necessarily in the army, she said.  She felt 
particularly peeved that higher ranking officers were required to participate in fewer routine 
rehearsals and performances than the lower ranks and that they often seemed to be less 
accomplished musicians.  While this reservation did not apply directly to Mark - an 
interesting aspect of their conflict was that both were very competent musicians - I sensed 
that Nola's resentment was based in part on her belief that his musical attainment was not 
sufficiently greater than hers to warrant the status conferred on him by rank.  She was frank 
to me that she did not hold soldiering achievement in high regard; in fact Mark's special 
efforts in this regard served to heighten her disdain for him.  I sensed that her ambivalence 
towards Mark would be resolved if she herself were to gain promotion.   
The conflict was eventually resolved when Mark was posted to another band.  Despite the 
conflict the trombone section played very competently and at the time of my fieldwork was 
probably the most musically accomplished section in the band, especially on those few 
occasions when Lieutenant Joe joined us. 
(After my initial long term of fieldwork with the band, Nola was rapidly promoted through 
the rank of lance corporal to that of corporal.  I noticed Nola working at orderly room 
administrative tasks and that her demeanour has become more respectful of the army.  She 
developed her willingness to conform to army formality and brought it into greater 
coalescence with her already mature musicianly world view.  She has more recently been 
posted to another Band Corps band, promoted to the rank of sergeant and has now taken a 
voluntary redundancy package from the army and returned to civilian life in her home 
town). 
A story: Lieutenant Joe learns to be a CO 
Lieutenant Joe, the band's 2IC and Deputy Musical Director entered the army as a highly 
skilled and experienced musician in his late 20's.  He is held in high regard for the level of 
musical talent which he demonstrates in instrumental performance and in other musical 
skills such as tuning the band, identifying ambiguous harmonies in written scores, correcting 
poor intonation in the band, identifying faulty playing techniques, discussing matters of style 
and execution and in arranging music for the band.  Yet Joe has little opportunity to exercise 
his musical talent because as 2IC he is responsible for a great deal of the administration of 
the band.  He spends much of his time in his office 'doing paperwork', and he says that he 
regrets that there is little opportunity for him to participate in music making.  Joe relishes the 
opportunity to take command of the band and he told me that he is keen to learn Band 
leadership from Captain Ian. 
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As Lieutenant Joe has a high degree status because of his musical competence and, I think, 
because he has demonstrates potential for development as an officer.  His personal authority 
derives largely from his musical talent, and his spick-and-span presentation.  As he seeks to 
develop a Commissioned Officer's world view, he seems to be cultivating his penchant for 
presenting himself as an officer; he is meticulously groomed, and dresses as a model of 
military perfection.  His naturally quiet disposition translates easily into a kind of polite 
detachment from non-commissioned colleagues.  He is a quiet personality, softly spoken and 
often has little to say.  In conducting a Band rehearsal he tends to use his conferred status to 
order the soldier-musicians to play in tune, to observe the dynamic markings, to keep 
consistent and constant tempos and to otherwise play well.  While the musicians may 
attempt to obey Joe's orders, they do so in a perfunctory way; it is not possible to achieve 
good musical performance simply by ordering people to play correctly and expressively.  
Joe gets a higher level of performance when he uses informal authority, rather than formal 
authority.  At this early point in his career Joe's informal authority is less developed than his 
conferred authority.   
Joe's predominantly public relations role in the Beating of the Retreat ceremony sees him in 
his commissioned Officer's role.  The performance of the Beating of the Retreat is an annual 
major public relations event for Kapooka and it is watched by a large civilian audience.  
During my fieldwork two Scottish pipe bands and the Band of the Royal Military College, 
Duntroon travelled to Wagga Wagga to join the Kapooka Band for the ceremony, which is 
in the nature of a small military tattoo.  Joe was assigned the simple but critical task of 
'letting the guy know when to let off the fireworks', his sole responsibility for the two-hour 
long performance.  Joe was entrusted with this task because of his good musical memory; he 
was to listen to the music and, at exactly the right moment, signal a nearby soldier to ignite 
the fireworks to explode across the night sky and bring the performance to a climax of music 
and visual spectacle.   
While the band and myriad soldiers from other units completed the preparation of the stage, 
public seating, and the Parade Ground, the organisation of the sound and lighting equipment, 
the preparation of parking arrangements and a range of other tasks, Joe played host to a few 
civilian and military visitors who had gathered at the Band Centre for the performance.  This 
story illustrates Joe's ability to assume the demeanour of an officer; it also demonstrates that 
his musical talent is respected.  Joe has attained his authority by virtue of his assigned rank 
and, at this stage of his career is learning to temper this conferred authority with personal 
authority as he interacts with the soldier-musicians in his administrative and musical work. 
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A story: Captain Ian takes a band rehearsal 
Captain Ian is held in high regard by soldier musicians.  In this story of Captain Ian at work, 
we will be able to identify important characteristics of his style.  As the reader will recall, 
Ian said that he saw himself as 'boss' and everybody else as members of his team.  This was 
his way of negotiating the minefield of army formality; he assigned certain administrative 
chores to the 2IC, and the BSM ran the band on a day-to-day basis.  According to my 
observations Ian was particularly non-military in his approach to band rehearsals and 
concerts.  In fact Ian seemed to leave more overtly military tasks to the BSM, who in turn, 
called on the NCOs to help him.  I asked Ian whether he in fact used the distinction between 
Commissioned Officer and Non-Commissioned Officer as a kind of hard barrier behind 
which he sheltered in order not to have to be involved in the 'dirty work' of discipline.  He 
agreed that there was a lot of truth in what I had said. 
It is practice in the Kapooka Band for a Sergeant or a Corporal to commence each band 
rehearsal with a warm up and tuning session.  This is done ostensibly in order to prepare the 
band for the rehearsal which was about to be taken by the CO/MD.  It seemed to me 
however that it was also used as a chance for the senior NCOs to rehearse the exercise of 
authority and the taking of a band rehearsal.  NCOs exert their formal authority by giving 
commands, or by threatening retribution to those who play poorly or who transgress in other 
ways.   
A common time for band rehearsal was 8.30 am.  This meant that the soldier-musicians took 
their seats at 8.25 am and spent a nominal five minutes at exercises and tuning, under the 
command of an NCO.  After five or ten minutes the CO/MD would enter the Rehearsal 
Chamber to take command of the main part of the rehearsal.  My story begins right on 8.30 
am. 
Ian enters the Chamber carrying a cup of coffee.  He is dressed in DPs, just like the other 
soldier-musicians.  He walks to the conductor's rostrum and stands beside the Sergeant who 
continues to conduct the band through a hymn, a practice which is common as a warm up 
strategy.  When the sergeant reaches the end of a chorus, he signals the band to stop, turns to 
the CO/MD a says briskly 'Good morning, Sir!'  Ian replies 'Good morning, band!'  The band 
members, in a quick unison motion, sit to attention in a 'seated salute'.  Ian then explains the 
procedure for the morning's rehearsal.  He outlines what will be rehearsed, and why we are 
to rehearse it. 
He then tells the band, in great detail, about arrangements for a coming trip to Darwin.  He 
explains that he has been in contact with a 'very senior officer in the army, since the trip is in 
jeopardy because "Air RAAF" is being used for civilian work while the domestic airline 
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pilots are on strike'.  He explains that the band will arrive back a day later than expected and 
that this will mean driving to Batlow for a concert the day immediately after arriving back 
from Darwin; 'A very tight schedule,' he explains, but he was careful not to apologise for the 
alteration.  Although Ian gave the impression of being casual in his approach to his work he 
was careful to retain his authority. 
A discussion takes place as to the tuning of the band.  Ian then asks Lieutenant Joe to do a 
final tuning; he acknowledges Joe's skill in this area and explains that 'We'll use horses for 
courses'  In fact, this is typical of Ian's mode of conducting a band rehearsal: he often calls 
on others for opinions about musical matters.  When the band begins to rehearse again the 
CO/MD stops at one point to discuss balance.  While the band has stopped, the section 
leader of the flutes asks a question about phrasing in the section we have just rehearsed.  'Do 
you want us to breath after the fourth bar, or should we wait until the end of the eighth?  I'm 
sure we can wait until the end of the eighth, Sir.'  OK, then' Ian replies, 'let's see if we can do 
the complete phrase on the one breath.' 
Ian is a successful, career soldier-musician with about 25 years of army service; at the end 
of my fieldwork period he was transferred to the Band Corps headquarters in Canberra 
where he was made 2IC of the Band Corps.  He has thus the respect of all and is at ease in 
his role.  He expresses a love for the army and his work, although as we have seen, he is 
diffident about the rank system.  It was he who described it as 'the army problem'.  Ian has a 
wife and children; he is settled into domestic and professional life. 
A Soldier-Musician's Tale: Darren does as he's told 
By way of contrast, Darren is a young soldier-musician who has been granted an early 
discharge and is eagerly waiting to take up a civilian job as a parquetry floor layer.  Darren 
felt that he was not a good musician and he did not much like being a soldier.  He thus saw 
little future for himself in the army.  Darren is was looking forward to his new career, to 
marrying his fiance and settling into civilian life.   
Although Darren was dissatisfied with the army's ways, he made a high quality, quite 
expensive class display case for the foyer of the Band Centre as a parting memento.  The 
Army fosters a high degree of loyalty among its members and I sensed that Darren really felt 
a little sad at leaving.  He had much to say which pertains to the complex intersection of the 
themes of 'being a soldier', and 'being a musician' in the context of army formality.  In his 
tale we meet several of his officers, including Captain Ian, and we are able to compare the 
way each exercises authority.  We can also compare Darren's thwarted aspirations with the 
success of Ian, whom Darren obviously holds in high regard. 
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I asked Darren to tell me about the formal 'roll call' procedure I had watched on the morning 
of his interview.  The roll call takes place at exactly 8.00 am:  
We just go out onto the roadway and form up into three ranks and they have a Corporal 
standing in front of the band calling everybody's name just making sure everybody's there.  
If you're not at work they ring you at home and find out where you are.  You can't really 
take sick days from the army.  If you are sick they send an [army] ambulance out to take you 
to an [army] hospital, so it is just to make sure you're there and to make sure that nobody's 
gone 'awol' [absent without leave] and run off, because they've got to account to other 
people [outside the band] about everybody being at work, so it is just to make sure that 
everybody's around ... 
I don't think it [the formal roll call] is really necessary.  It has changed a bit latterly.  Last 
year it used to be a bit more relaxed.  We used to turn up to work in civvies a lot - we used 
to knock off a lot earlier.  We used to knock off about 12, except Thursdays, because we've 
got parade rehearsals on Thursday afternoon.  And roll calls never used to be formed up on 
the roadway, it used to be in the foyer drinking coffee and they'd just call out your name - 
this year, I don't know why, since we got back from the Army Tattoo they've just got a bit 
more army orientated, I don't know why.  They now make us stand out there; I don't see the 
logic of it, I think we'd be better off sitting inside. 
We got back from the Tattoo and there were a lot of hassles with, I dunno, perhaps you 
could say the rank structure but ... everything seems to pile back down on the diggers, so it 
comes from the top.  They jump on the sergeants so the sergeants jump on the Corporals so 
the Corporals jump on the diggers, and I think they sort of thought we'd all got too lax so 
they started doing this, and they started doing dress inspections and stuff like that and they 
never eased off  
[People] ... within the band [decide on these things] because we don't have a lot to do with 
anybody outside the band - not at my level.  The boss [Captain Ian] and the BSM  do, I 
suppose.  It is probably the army rank structure.  It comes from the top - to me it probably 
comes from the BSM because that's his job, he looks after discipline so he probably thought 
we needed whipping into shape so he got us out onto the roadway instead of sitting around 
inside drinking coffee. Every unit does it, but as we are away from everybody else nobody 
would know if we were out there or not, so we never used to do it.  It was the same when I 
was in Brisbane, it wasn't always formed up in three ranks, it was just everybody standing 
around doing a roll call. 
[At the roll call] they fill you up by telling you what's doin' during the day.  They call your 
name out.  Usually a sergeant takes over from a Corporal; it's his parade then so he tells you 
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what's going on throughout the day.  What time everything's on and then he falls us out.  
You know, he says 'fall out' and we head inside ... 
Band rehearsal begins at 8.25 am, after a period of individual practice which follows roll 
call: an NCO usually takes the first five minutes of the rehearsal in order to prepare the band 
for the main rehearsal which is taken by the OC at 8.30 am: 
Well, the boss walks in and as soon as he walks in the BSM or the sergeant, or whoever has 
done the warm up - he screams out 'band!' and everyone sort of sits at attention and braces 
up, that's sort of a respect for his rank.  As you're sitting down you can't salute him - so the 
whole band just 'braces up' - that's what they call it - and he says 'thanks' so you relax again 
and he usually picks up the baton - he might have a bit of a talk to the band about what's 
going on and stuff like that - any news from the Corps and then he hooks right into a 
rehearsal - he just picks a piece and we start rehearsing it. 
I find the biggest hassle with rank is, well when you've got people with rank sitting on first 
chairs because they are sergeants when you've probably got Corporals, Lance Corporals and 
diggers who could do the job better than them sitting down playing third parts, but because 
these people are sitting on the top ... I don't think that happens so much here - it happened a 
bit in the Brisbane band when I was there.  Well that's one of the biggest hassles and 
because you're a digger then you can't tell the sergeant he's wrong, unless you've got a good 
sergeant - he might say 'yes, no worries' but most of them say 'O yes, no I'm  not; you're 
wrong', and they leave it at that because they've got three stripes and you've got none, so 
they're right and you're wrong. 
I asked Darren to tell me how people rose through the ranks to become sergeants: 
Well, a lot of it comes back to time; the amount of time you've had in the army - you 
generally do get into a band as a digger and it would be pretty unusual to get promoted to a 
Corporal within two years and there's people in this band who have been in the band for five 
years and they're still diggers, and there doesn't seem to be any precedent for how you come 
to be promoted - it seems to be how much time you've done, which I think sucks. They are 
promoting people who are not brilliant musicians, who've got no idea how to talk with other 
men - well it comes back to the time thing, they're not going to promote somebody that's 
only been in six months who could do the job a lot better than someone who's been in for six 
years because it is only going to cause waves, I suppose.  That's the way they do it ...  
Promotion comes back to the boss, see if the boss feels somebody should be promoted he'll 
put the paperwork through and stuff like that, so it depends on the boss - who gets promoted  
- and that you're at the right time in the right place, so it depends on who your boss is and 
how well you get on with your boss, I suppose, as to whether you get promoted.  It is man 
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management that counts a lot as to whether you get promoted or not, and there's a lot of 
people who have got no idea about man management who have got promoted. 
For example, just before [this interview] I was setting stuff up in the foyer and we had - stuff 
for a stocktake - and it was all just laying around in the foyer and somebody with more rank 
than myself came out and said 'Well, you'd better set this up', and they had a list and they 
want you to set it out in a row in the same order as the list, and they had a list which 
included things like the bell lyre - which is attached to the wall out there - fridges, the piano 
- which is in the 2IC's office - and other pretty big items which aren't going to be moved.  
They are just going to be left there.  But he said 'All this stuff here, I want you to lay it out in 
order ... I thought 'Oh yeah' but I couldn't see why we had to do it, because these guys 
[external properties officers] are going to come in tomorrow and they're just going to say 
'where's this' and I could just point it out to them and they could tick it off.  But anyway, he 
wanted it done like this so I started doing it, and it [the list] had bugles - so the bugles were 
there, but the first thing on the list was the bell lyre and he goes 'we want this' and goes 'have 
you been told we want it down from the wall?' and I say 'Well, I've already started over here 
and I'm  going to come round in a "u" so to save moving everything - it is just quicker to 
move it over to this side'.  He says 'No, I want you to start over this side as the bell lyre's on 
the wall over there ... and we want the bugles under that and then come along like that'.   
So I said 'Why can't I point up [to the instrument] and say 'That's the bell lyre?' and he says 
'No I want it like that', and 'That's the way I want it'.  So I says, 'Well, do you want me to 
move the piano out of the 2IC's office?' and he goes 'Oh, no, no' and so he's changed his 
mind, and he says 'Just do it like that then' [i.e. as Darren had suggested].  I was pretty lucky 
there, because if it had of been somebody with a bit more authority - I mean he had a lot 
more rank than what I've got - but he could have just turned around and said 'Just do it, I've 
told you and that's the end of it' and I would have had to have done it and ... 
'You would have had to move everything including the piano?' I suggested. 
Well I wouldn't have done that, but he could of said 'I want you to line it up with the bugle 
over there', which I thought had no common sense to it at all, I couldn't see the point in it, 
but yes, because he had more rank he could have made me do it and I could do nothing 
about it because of who he was.  I was game enough to say something - if it had been 
somebody else I probably wouldn't have said anything. 
I asked Darren to chose two NCO's of equal rank and to compare their exercise of authority:  
Yes - let me see - we'll use some sergeants.  We've got some sergeants who are just fantastic.  
They're not over army-orientated.  They are reasonably fair, I think. Pretty fair in their 
decision making and most generally you can go and approach them and say 'Do you think it 
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should be easier to do it like this?' and they say 'Yes, right', and they'll change their minds 
and go along with it, and then you've got other sergeants ... that you can't approach like that.  
Like the thing with the bugles, the stock take, they've got no common sense.  If it I had been 
one of the other sergeants I could have gone up to him and said 'Can I do it like this?', and 
he would have said 'Yes' and there would have been no hassles about it but, I mean they 
probably wouldn't have wanted it all laid out in order because it is all in the same area. Well 
it all comes back to common sense and ... They're not paying for man hours so they don't 
care if you've got to run round unloading trucks unnecessarily and stuff like that. 
Later, Darren told me about the way band rehearsals were run.  His account includes 
passages which link rank and music making:  
[In rehearsals] we generally just start blowing from the start, unless there's some 
troublesome spots in the music, when he'll start wherever he feels like starting.  If it is half-
way through the piece of music he might only practice that, and then go back to the top, or 
something like that -  but rehearsals are pretty lax.  The boss goes through it, pulls us up 
whenever something goes wrong, picks on the [instrumental] section that's mucked it up, 
and rehearses it until its fixed up while the other sections are going through their parts - 
talking to each other - trying to sought out any trouble parts they might have coming up so 
they can get it sorted out, though a lot of that's done too before you get into the actual 
rehearsal but there is still, well in the trumpet section, it happens that if the boss is talking to 
somebody else Glenn leans over and reminds the rest of the trumpet section about things - 
articulation -  and stuff that's coming up and says 'Don't forget to do this' 'and don't forget to 
do that'. 
I thought that the rank of Lance Corporal would not carry much weight, especially as BSM 
Walker played in the trumpet section, so I asked: 'Why would Glenn, in particular, do that?' 
Well, Glenn 's got one stripe on his arm, so he is a Lance Corporal and ... The BSM which - 
I don't know if I'd class him as section leader or not - I think Glenn  is classed as the section 
leader, so the BSM sits up the end and Glenn is the one who takes all the [section] 
rehearsals.  Out of all of us I suppose Glenn's the one who's got the most experience in styles 
and stuff like that, so if he details you to do something you go along with it - 'cause he 
knows more about style than what I do - so he says 'Do it', then ... I'd do it like that. 
'You don't find that a problem?' I asked. 
Oh, no.  If he didn't have a stripe on his arm I'd still do it.  That's the thing, I respect him as a 
musician.  It wouldn't matter if he had no stripe on his arm and I had one, I'd still do it if he 
told me to do it like that, because like he knows better than I do.  So yes - so he's the man 
that sorts it all out. 
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I wanted to know just what Glenn, a much respected young soldier did, so I asked 'OK, what 
sort of things does he sort out?  Stylistic things?  Give me an example of it': 
Big bandy stuff a lot - he's right into big band music and to swing - I never used to be able to 
swing very well and Trev is not really good at it either - well he can get by but - articulation, 
well there's a lot of articulation that we're not used to reading and stuff like that, but Glenn  - 
every time you look at him he's listening to a big band tape - he's right up on it.  Yes big 
band is really his thing, so just about every time we get a big band chart or something big 
bandish he drags us in and we go through it - and we usually talk through it first - we sing 
part - we pencil - he'll say 'Oh yeah, put a "do" or a "dash" over this [note on the written 
part] and then we play through it.  Yes it is mainly articulation in big bandish stuff - he's got 
a good ear too; if we've got the same line as somebody else he'll listen, and if they play it 
differently he get the boss to say which way he wants it and stuff like that so we get it sorted 
out. 
Soldier-musicians' tales: Some ORs discuss the rank system 
Soldier-musicians - almost without exception - identify the exercise of authority by the 
NCOs as the major problem in band life.  Captain Ian, as I reported earlier, called it '... the 
Sergeant/Corporal/Private situation,' and described it as 'the army problem'.  Corporal Ozzie 
was adamant when he told me that '... the rank system just cannot work in the bands'.  I met 
Ozzie and his friend, a private musician, at a social occasion and, in conversation, they 
volunteered their opinion of army life.  They agreed that as section mates, their skills 
complemented each other; one tended to play loud and strong and the other was accurate 
and neat.  They tried to work together to get a nice, homogeneous sound.  These efforts at 
musical homogeneity were rewarding, but then the corporal was required to direct the 
musician to do certain non-musical tasks.  The corporal said that he found it unpleasant to 
have to direct his musician friend and colleague  to 'Go and wash the truck'.  'I'm lucky,' he 
went on, 'he usually understands and does as I ask.  He'll wash the truck because he knows it 
has to be done, and that I have to ask him to do it.  Sometimes though, I have to ask people 
several times to do these jobs.  If they don't do it, I will go and do it myself'.  In not 
persisting in having his orders obeyed, the corporal acknowledges that he is falling short of 
what the army expects of a good NCO. 
The two friends agreed that the rank system 'cannot work in the bands'; they explained that 
the strongest players lead the section, simply because they are the best players.  They are de 
facto leaders, regardless of rank.  Another musician Aaron told me a similar story.  He felt 
that 'It should be like the American bands; there is an OC and a few COs, then the rest of the 
band members are sergeants'.  Although he had been in the Corps for only a couple of years, 
he was adamant that the rank system was inappropriate to an organisation in which musical 
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skill was the informal criterion by which authority was established in music making 
contexts.  'At band rehearsals, rank should be ignored,' he said.  Captain Ian expressed a 
similar view, and in fact seemed to suspend any overt recognition of rank during rehearsal, 
except in regard to the 2IC and the BSM.   
The case study of Captain Ian at work illustrated this. 
 
Reflection: musicians on a war footing 
The Kapooka Band's organisational structure is based on that of a military combat unit.  This 
structure makes a significant impact on the shaping of the band's ethos; the soldiers are 
required to conduct themselves in something of the manner of combat soldiers on a war 
footing, when in fact their work is essentially quite different from that of combat soldiers.  
The formal authority of rank is the chief manifestation of this ethos.  Many of them believe 
that their non-combat duties are essentially incongruent with the requirement that they 
behave as combat soldiers.  This is especially true in peace time.  The rank system and the 
traditions of military behaviour are germane to what I have called army formality, and army 
formality is the essence of what Captain Ian called 'the army problem'.  The four stories and 
Darren's tale illustrate army formality in action.  They show the process of how musicians 
who join the army, cope with the tension generated by the army's expectation that they adopt 
a military world view.  In joining the army the soldiers tacitly accept the military ethos, 
before they experience it.  Becoming a soldier is a process of internalising this ethos, and 
bringing it into coalescence with the understandings and values learnt in civilian life. 
The soldier-musicians' learn to negotiate the hazards of army formality and to manage their 
tasks in a manner which suspends for the moment the reality of military formality.  The 
incongruency of the formalities of rank with the band's work is a common theme in soldier 
conversation; informal authority in the band is acquired by dint of musical skills and 
leadership qualities.  Musical skills are most important for the execution of the band's tasks 
and are thus most important in the eyes of the soldier-musicians, especially among the 
private musicians and the lower NCO's.  In the practice of music making, formal authority 
cannot comfortably override the informal authority.  We saw this in the case of the conflict 
in the trombone section, and the soldier-musicians themselves, from Captain Ian to Corporal 
Ozzie to private musician Aaron expressed this opinion.  Yet, the soldier-musicians are most 
definitely soldiers: they are employed by the army to play a key role in the maintenance of 
military ceremonial skills and knowledge and in the transmission of the military ethos both 
within the army, and to the other services and to society in general.  They dress as soldiers, 
deport themselves as soldiers and they develop a world view which is constructed in part by 
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their experience in playing military music in a military context.  When musician Tony 
Cooper told me that he was '... a musician and not a soldier ...' he was defining a soldier in 
terms of 'sharp end' combat troops.  His definition was a matter of semantics designed to 
emphasise the importance of the profession of music to himself and to the band members. 
So, the questions arise: How do the soldiers negotiate the strictures of Army formality?  Are 
the soldier-musicians' attitudes to rank different from those of other units of the Australian 
Army?  Are they different from other armies?  The first of these questions has been 
addressed in the course of the chapter: if the band is to get on with its task of providing 
musical services to the 1st Recruit Training Battalion and other army and military units then, 
except when they are participating in military performances, they need to suspend army 
formality as far as they can.  The chain of command, deference to rank and the code of 
discipline and sanctions, are not conducive to music making.  Yet the suspension cannot be 
complete: soldier-musicians need to recognise the ever present nature of Army formality, 
while they suspend their consciousness of it. 
To address the wider questions about rank in other units of the Australian Army I will refer 
to Jane Ross's (1985) account of the construction of the ethos of the First Australian 
Imperial forces (the First AIF) and its role in forming the ongoing ethos of the military and 
of Australian society.  The ethos of the First AIF is often held to be central to the ethos of 
Australian soldiers and to Australian society.  Mateship, authority and leadership are the 
main categories which Ross identifies and are germane to my consideration of the form and 
substance of life in the Kapooka Band.  Ross discusses formal organisational structures and 
their relationship to the substance of what soldier actually say and do. 
Soldier-musicians in the Kapooka Band are aware of the 'digger' tradition and allusions to it 
are not uncommon; the soldier-musicians often pay at least lip service to this tradition.  
Musician Simon told me that all soldiers, including the soldiers, are required to sublimate 
their individual identities and concerns to the well-being of the unit.  Private musicians take 
pride in referring to themselves as 'diggers'.   
Captain Pat agreed with my observation that the band seemed to follow the digger tradition 
in its suspension of military formality.  He said that the digger tradition survives completely.  
'People work sensibly and no officer worth his salt gives unreasonable orders.  Only an idiot 
makes unreasonable orders.  We went to Canberra recently for one of the army's most 
important ceremonial occasions for many years [the Internment of the Unknown Soldier] 
and we were told to live in tents.  I thought this was unreasonable these days, so I tried to 
have something done about it but the order stood.  So I told them "tents it is" and I tented 
with them'. 
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Mateship, authority and leadership 
Australians understand mateship as a distinctly Australian characteristic, which has the 
attributes of loyalty and group cohesion, but which may be perverted to become a kind of 
male clannishness in which men look after the selfish interests of their 'mates'.  Ross (1985) 
traces the emergence of mateship as a concept embodied in Australian literature and history 
from the time of the First World War, and it seems to have been derived from a perceived 
need for men to work together in the harsh Australian bush in the formative years of 
Australian society.  Here they fought together 'the two devils' of nature and the boss.  Dr. W. 
C. E. W. Bean, the official Australian war historian of the First World War, and other 
writers, incorporated this element into the literature of the war.  It became a persistent theme 
in Australian culture.  Ross encapsulates the ideal of a good mate thus '... a man loyal to his 
mates, suspicious of authority, and endowed with unusual resourcefulness and competence'.  
This loyalty was directed particularly to the soldier's own units (pp. 72-73) rather than to the 
army as a whole. 
Ross distinguishes between formal and informal authority, concepts derived from Weber via 
Spencer.  Formal authority is granted legitimacy when the members of the group believe in 
the system in which the officials hold a position.  Informal authority is derived from 
personal characteristics which is divided into expertise and 'referent power (personal 
popularity)' which, says Ross, in extreme cases is called charisma.  Ross identifies a third 
category, one which includes elements of formal and informal power: here people may 
identify with an official even though they hold their position illegally, or, similarly even 
though an official may be personally unpopular or have unpopular goals, their expertise, and 
their adherence to procedural rule may come to be granted legitimacy.  Formal positions 
carry with them the ability to apply formal sanctions, while informal authority likewise has 
sanctions available but these are of a more expressive, less concrete, nature.  Both forms of 
sanctions can be effective (pp. 86-89). 
Ross argues that, in the First AIF, when soldiers granted legitimacy to individual officers, 
the officers' formal roles were of relatively little importance, especially when they were 
involved in combat.  Rather, they valued leadership, '... the distinguishing quality of a good 
officer ...'.  Here, the sources of legitimacy were an open and equal system in which only the 
competent and qualified would be given rank, and the sharing of the same goal; all were 'in 
it' for similar reasons and the officer was 'an ordinary bloke' with whom all could identify.  
Legitimacy could be revoked if the officer proved incompetent or uncaring about his troops.  
In short, for the diggers '... the legitimacy of a power relationship seems to have depended 
on the personal qualities of the superior - his expertise, ability and leadership qualities, 
rather than his formal claims to authority as a holder of a commission.'  In summary: 
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The diggers were also loath to accord absolute authority to any officer - they reserved the 
right to rely on their own judgement, particularly in not-strictly-military settings.  And even 
if the legitimacy of an officer were granted, he was obliged to act in a certain manner: to be 
fair, to be group-orientated, and to issue orders in a particular way. (p. 91) 
Ross's discussion of the role of mateship, authority and leadership provides me with a 
theoretical sounding board for my interpretation of the processes of negotiation of army 
formality at work in the Kapooka Band.  Ross refers to the need for officers to demonstrate 
competence or expertise if they are to acquire the power of informal authority.  She writes 
that 'The most popular basis of legitimacy in the digger myth was military competence ...'  In 
the Kapooka Band soldier-musicians confer legitimacy on their superiors in recognition of 
leadership qualities, qualities which help them get the job done with the rewards of good 
musical performance and an unproblematic military existence, qualities which we saw in 
Captain Ian and Lieutenant Joe, and BSM Keith.  These examples all demonstrate leadership 
traits, but each displays leadership in quite different ways and degrees.  Captain Ian 
characterised himself as 'a slob' in his military dress and grooming, and a musician of 
comparatively modest talent.  Yet, Ian is universally recognised within the Band Corps as a 
fine leader.  How then did he acquire the legitimation of his informal authority?  A keen 
sense of judgement about people, and personal relationships in the context of army formality 
seems to be the salient element in Ian's success.  By his own assessment he exercises this 
judgement with a skill greater than his musical competence, or his skill in outward 
manifestations of soldiering.  He has a deep understanding of, and respect for army 
formality, but is highly adept at negotiating it.  
Ian has an ability to reflect some of the soldier-musicians' own qualities and concerns.  He 
recognises their strengths and counsels them on their weaknesses.  He acknowledges the 
strength of others by calling on them when their skills are needed.  He acknowledges the 
limitations of his own expertise in a frank and unselfconscious way, a way which enhances 
his reputation in the eyes of his subordinates.  He goes to some length to explain and share 
his goals with the soldier-musicians.  He identifies with his subordinates in his frank 
conversations with them about the trials they are required to undergo, particularly when 
outside agencies are at work: he acknowledges for instance, the difficulties of working with 
amateur Scottish bagpipe players, and he shares with the band his disdain for Commissioned 
Officers from outside the Band Corps who make insensitive demands on the band.  He is 
able to identify characteristics in outside agencies which strike a sympathetic chord with the 
band, for example the Apex Club which organised the Annual Apex concerts.  He also 
appreciates the performances of fine musicians outside the Kapooka Band, in the military 
and in civilian life.  Most of all he seems to convey the impression that he is just like them, 
and has risen through the ranks on account of his commitment, and his leadership qualities.  
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He lets them know that, just like them, he has doubts about his own abilities, but he also lets 
them know that he accepts these and works to the best of his ability within these limitations.  
He has a good sense of what is a reasonable expectation of his subordinates.  While the 
diggers of the First AIF valued military competence in their leaders, the soldier-musicians of 
the Kapooka Band value musical expertise and musical and military leadership.  Officers 
who demonstrate these skills are held in high regard.  These qualities help to get the work of 
military music making done, at a highly satisfying level.  They help too, to reduce the 
persistent pettiness that badly-managed formal power can generate.   
Though I have identified some characteristics held in common by the soldiers of the First 
AIF and the soldiers at Kapooka, the differences between them are equally significant.  AIF 
soldiers were involved in, or were preparing to be involved in, 'life and death' military 
activity.  That was the reason for the existence of the AIF.  Here there was a great need for 
mateship of a quality characterised more by mutual dependence, rather than by friendship.  
These men developed their specialised skills in the military context, after they had enlisted.  
On the other hand, the soldier-musicians are engaged in ceremonial music making.  Their 
work is not a matter of life and death.  Hence, while soldier-musicians may often engage in a 
discourse of mateship, their relationships between themselves are more in the nature of 
friendship.  Because they work together, usually in isolation from other military units, and 
because their goals are relatively homogeneous and achievable in the short as well as the 
long term, they develop strong and genuine allegiances to each other and to their unit.  Here 
mateship, if we may call it that, has strong elements of both professional collegiality and 
friendship.  They are engaged in the exercise of the professional skills which it is their desire 
to exercise. 
 
Summary 
The most powerful force in the formation of soldier-musicians' world views is the element I 
have called army formality.  Army formality is a persuasive intersecting of dress, grooming, 
demeanour and military rank.  Of these military rank is the most important.  Rank is an 
omnipresent condition of army life and it provides a context which shapes all human 
relationships, and all activity in the Kapooka Band.  In the course of this chapter I have 
described the structures of army formality and presented and interpreted a set of case studies 
and soldier-musicians' tales as data in which to ground an understanding of army formality 
as a context for social interaction and music making. 
Because soldier-musicians are employed to lead ritualised enactments of the army ethos, and 
with it army formality, it follows that the army would expect its bands, perhaps more so than 
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other units, to observe the rank structure and the other elements of army formality.  Learning 
to negotiate the strictures of army formality is then germane to the construction of soldier-
musicians' world views. 
  160 
CHAPTER 9  
SOLDIER-MUSICIANS' WORK 
 
Introduction 
In the West, most art works bear the name of a single creator.  Solo, and even ensemble 
performers, are perceived as entities.  Yet, all art production depends on the cooperation of a 
number of people; art is essentially a collective process.  In this chapter I explore the 
construction of the soldier-musicians' world views in the context of their collective 
experience of music making by:  
• telling my own stories; 
• telling soldier-musicians' tales; and 
• interpreting these stories and tales in the context of a theoretical framework based on that 
of Howard Becker's (1982) theory of art as collective action. 
In doing so, I challenge common assumptions about the individual nature of music making.  
I will begin by briefly outlining the theoretical framework. 
 
Theoretical framework 
Theory: Deconstructing the 'artist-as-hero' 
In Western culture individuality is venerated, so much so that, when several artists are 
acknowledged as the creators of art works, each is named as the creator of one particular 
aspect of the work.  For instance, da Ponte's libretto and Mozart's music are credited as two 
distinct elements in the opera Cosi fan tutte.  The creative contributions of others are seldom 
publicly acknowledged.  The particular singers for whom Mozart wrote are acknowledged 
only in history books; and the collective of musicians and theatre people who supported the 
original production are not perceived as contributors to the creative process.  The signature 
of individuals is writ large on their works.  Individuals - like Mozart and Da Ponte - then 
acquire the status of heroes.  
In fact, it is largely in its pursuit of heroes that our culture fosters essentially non-utilitarian 
activities like art and sport.  Beethoven and Madonna are of heroic stature in the essentially 
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'useless' realms of music and entertainment.  Fellini and Spielburg are heroes of film.  
Beethoven, Madonna, Fellini, Spielburg are names which epitomise the artist as individual, 
or rather the artist as hero.  Utzon is a popular hero not because the Sydney Opera House is 
useful but rather, because it excites the imagination.  The arts offer sustenance to the 
imagination of all but they offer fame to individuals.  What do we know of the experience of 
the orchestral musicians who perform a Beethoven symphony?  What was the relationship of 
Beethoven to his audiences?  Similarly, where is the record of the untold hordes of workers 
who built the Sydney Opera House?  The histories of these people are lost in anonymity.  
The film industry recognises all who participated in the making of a film by listing them, 
albeit is in small print, in the credits, but it heads the credits with the names of the film 
maker or the 'stars'.  Our Western concern for the individual obscures the essentially 
collective nature of our artistic enterprises.   
 
Theory: The soldier-musicians in collective action 
At West Wyalong we saw the soldier-musicians travelling together in a bus, making music 
in ensemble, and marching as a unit in strict unison.  Most of the work they do is, like this, a 
form of collective action.  In my description of the Kapooka Military Area (chapter 7), the 
Shelton Band Centre, and the trombone studio, we saw the setting in which the soldier-
musicians work and noted that it is constructed to facilitate team work.  Soldier-musicians 
are asked to do few tasks alone; their tasks require them to work as a team.  This sense of 
the collective is heightened by the uniforms they wear.  In my history of military bands 
(chapter 5), and throughout this dissertation, we see the bands transmitting traditions 
established by previous communities, and the ethos embraced by present communities of 
military personnel in Australia and beyond.  Similarly, army formality (as we saw in chapter 
8), is a process of constant human interaction.  Thus, in the course of this dissertation we 
will be struck by the range of the soldier-musicians' contacts with collectives of people near 
and far, and past and present.   
While my stories, and the soldier-musicians' tales, all show the band at work as a group, 
they have also been about preparation for musical performance or musical performance 
itself.  Thus, collective action and music making are two closely related, interweaving 
processes which I can separate only as conceptual categories for analytical purposes.  In the 
present chapter I explore the first of these two categories.  My discussion will be guided by 
the questions: What is the nature of this collective action?  How does the collective 
character of the tasks vary from setting to setting?  What aspects of the tasks and the setting 
affect the collective nature of their work?  and, What aspects of the tasks 
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and the setting affect the soldier-musicians' world views?  In chapter 11 my focus will be on 
the second analytical category, music making.  
 
Theory: Becker's Theory of art as collective action 
Becker (1982) proposes that art can only be properly understood as 'collective action'.  Thus, 
all '... situations of art making lie somewhere between the extremes of one person doing 
everything and every smallest activity being done by a separate person' (p. 9).  Becker's 
theory, baldly stated, seems self-evident; any manifestation of human culture can only be 
properly understood as collective action.  It is not, however, just the observation that human 
culture is collective action which claims our attention; rather, that understanding the quality 
of collective action in particular settings will enhance our broader understanding of human 
culture.  And our particular concern here is that the world views of the soldier-musicians are 
constructed in the context of collective nature of their work. 
'Collective action' may be conceptualised as a network of personal and institutional contacts, 
interaction, cooperation and conflict, and historical and cultural contexts.  The network's 
spatial dimensions link the band to individuals and organisations in other geographical 
locations and its temporal dimensions link it with its own antecedents and with the 
antecedents of individuals and organisations located on the radials and concentric rings of a 
net.  The band, and each soldier-musician in it, and individuals and groups with whom it 
interacts, each have their own histories, and histories have pasts and futures.  The band itself 
is a smaller network of collective action; a smaller net at the hub of a larger one.  A 
conceptual network reaching across societies and, most importantly, through time, is a tool 
with which we may conceptualise the seemingly infinite array of individuals, organisations 
and traditions that constitute the collective in which the soldier-musicians work. 
The band, at the centre of the network, has connections with the Kapooka Military Area, the 
Australian Army Band Corps, the wider Australian Army, the Wagga Wagga musical 
community, the wider Wagga Wagga community, in regional Australia, and further afield in 
international military, musical and civilian contexts.  Each of these geographical locations 
has historical antecedents. 
Some stories and soldier-musician's tales in which we will observe the collective nature of 
military music making follow.  My first story is set in the band's home, the Shelton  
Band Centre. 
My story 
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My story: Making a recording 
Early in my fieldwork Captain Ian told me that the band would record music for a Compact 
Disc in the following week.  Most of the band's rehearsals were scheduled for the recording, 
and two days had been set aside for the recording sessions themselves.  The band had been 
rehearsing the material for some time.  I felt a certain excitement at the prospect of playing 
on the CD, but I sensed too that Ian was uncertain of how to cope with my intervention at 
such a critical point.  I suggested that perhaps I ought not to play on the recordings as 
preparation was so well advanced.  He nodded a kind of tentative concurrence, and agreed 
that the introduction of a new player at this late stage could upset the balance and the sense 
of ensemble already developed.  We left the matter unresolved, though I hoped that I would 
be brought into the recording as it was obviously a highlight in the soldier-musicians' work. 
The soldier-musicians shared my sense of excitement.  The band had made only one 
previous recording and that was several years ago now.  For many of the players this would 
be their first recording.  The new recording studio would be put to the test; those soldier-
musicians responsible for setting it up were looking forward to using it for a task of this 
magnitude.  Sergeant Chris showed his obvious pride as he told me about the electrical work 
which he had spent many long hours preparing.  He was keen about recording the band, but 
expressed scepticism about some aspects of the design of the studio.  Two civilian recording 
engineers had been contracted. 
On the morning before the first day of recording, I was aware that, I'd need to play well at 
today's rehearsals, to avoid spoiling the band's ensemble feel.  However, after some 
discussion with Captain Ian, we agreed that I would play on those tracks in which a fourth 
trombone was required, and I would replace second trombonist Dean on those tracks in 
which he was the vocalist.   
I noticed that the soldier-musicians were dressed in casual 'civvies'; a special dispensation 
for the recording session.  An air of diligence and anticipation prevailed.  At 'sit in' Ian 
announced that we would not be doing a big rehearsal because the band had prepared its 
recording repertoire well, and he'd just like to brush up a few details.   
Even at this late stage there were some mistakes in the written parts of Corporal Glen 
Rogers' arrangements of Slammin' and 'You Are So Beautiful To Me'.  As the OC worked 
through sections of the pieces, he and BSM Keith Walker both heard errors and both offered 
possible solutions.  At one point the OC asked the band  to 'hold the note' at a particular 
point so that he could hear a suspected erroneous chord.  Then he asked 
trumpeter BSM Keith to add high D flat in order to test the chord with this alteration.  'No, 
Sir.  It is too early in the day', the BSM replied.  Ian accepted this.  I recognised the 
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cooperative behaviour of Corporal Glen.  Captain Ian and BSM Keith and the mutual 
respect that seemed to be present. 
We rehearsed Zampa, The Theme From The Man From Snowy River and Slammin'.  Captain 
Ian then announced that we would rehearse 'Nola's Solo' but Nola explained that she had left 
her good trombone at home because she was cleaning it, and asked that her solo be left until 
later.  Captain Ian was a little perturbed at this, as there was a sense of urgency.  
Nevertheless, he decided to leave Nola's solo until she had collected her good instrument at 
lunch time.   
Lunch was called at midday and Ian instructed us to do forty-five minute section rehearsals 
of recording repertoire after lunch.  NCO section leaders would be in charge of these 
rehearsals.  Following section rehearsals we were to 'sit in' to begin actual recording.  This 
was to begin at half past two, which was taken by some soldier-musicians to mean a 
probable late finish.  'Makes a long day of it', Dean remarked to me.  However Dean, Nola, 
Mark and I worked well together at section rehearsal, under Mark's leadership, and I sensed 
an enthusiastic spirit of cooperation in our efforts to do our best, despite the prevailing 
undercurrent of tension in the section which I referred to in earlier chapters.  
The first tune to be recorded was 'Rose Glory'.  I sat in the Rehearsal Chamber to listen and 
observe as I was not required to play on this piece.  Captain Ian told the band that though it 
was a good take, he did have some reservations about it.  The Trio was tried in several test 
runs with the piccolo player standing in different locations, and much laughter ensued when 
he was continually relocated, especially when Ian placed the music stand in the corner with 
the musician's back to the band.  When a suitable location was found another take was made, 
replayed for the soldier-musicians to hear, and declared to be 'in the can'. 
After a short break we prepared to rehearse 'Eternal Father, Strong to Save', before 
committing it to recording tape.  I played third trombone.   
As we rehearsed, I was very aware of a difficulty I have been having with Ian 's conducting.  
The band entered, cleanly enough, moments after the 'point' of the conductor's beat.  This I 
found to be disconcerting, as I was used to playing on 'the point' of the conductor's beat.  I 
was pleased to have this last minute rehearsal 
opportunity.  
'Eternal Father' is long and demanding.  Following the first 'take' one of the civilian 
engineers offered a mock military Music Director's comment; 'That was bloody awful', he 
called in an angry voice, 'do it again'.  The band  responded with laughter.  Army formality 
lends itself to mockery.  Here the engineer was 'taking the mickey' out of army ways, but as 
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do the soldier-musicians themselves.  He was a friend of the band; an expert able to assist in 
attaining a high quality of recorded sound and a person who had long been accepted into the 
band's wider community. 
The soldier-musicians heard and discussed a replay of the take, and there was agreement 
that it sounded remarkably good; only a single 'fluff' from one horn marred it.  'I've never 
heard the horns play so well, you won't get that any better', said BSM Walker to Captain Ian 
, though not suggesting that we shouldn't try again.  Ian makes the judgement that the 
woodwind are inaudible at one point.  We rehearse this soft passage several times and Ian 
concludes that there are problems with the performance rather than the recording.  Several 
takes of sections of 'Eternal Father' were made, and in the end, after a great deal of 
discussion, the general opinion was that splicing of different taped sections of the piece 
would be possible, if it was needed.  We finished the afternoon with a rehearsal of Nola's 
solo in preparation for recording it tomorrow.  Glen's arrangement exploited the high, legato, 
singing quality for which the trombone is so admirably suited.  Nola used her good 
trombone. 
Early next morning I asked to see the recording schedule because I wanted to plan my day's 
activities.  Ian looked down the list, said that Masquerade was next but that he'd prefer to 
record Nola's big solo piece since he thought that 'Perhaps Nola would like to do it early in 
the day'.  This arrangement would also allow me to leave the field early, as I was to play on 
Nola's solo but was not on Masquerade. 
I spent some time at practice in the trombone studio while the band  rehearsed and recorded 
Masquerade.  Shortly  Ian sent an NCO with the message that I'd have to go to the garden to 
practice while the actual recording was in progress, as my sound was audible in the rehearsal 
chamber.  We tried this but I could still be heard.  That ruled out individual practice for me 
for the day. 
At 'brew break' Ian told me that he'd have to leave Nola's solo until later in the day as the 
band  was tuned to the vibraphone, and so he wanted to do all works which included 
vibraphone before he retuned the band  to a standard A440 pitch.  I said I'd wait to play on 
Nola's piece.  Eventually, I was not patient enough to wait around all day with little to do so 
I packed up, went to Lieutenant Joe, and suggested that he do the first trombone part on 
Nola's solo, in order that I could return to my home to make fieldnotes.  I was 
pleased that he agreed to do this, but disappointed that I would not be playing on this track. 
Next morning, I learnt that Nola's solo had not been recorded on the previous afternoon, as 
time had simply run out.  I was pleased that I would now be able to play on this track as I 
admired Nola's trombone playing and Glen Roger's arrangement of the piece.  
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After our eight o'clock, half hour long 'individual' warm up and practice we 'sat in', ready for 
rehearsal and recording.  BSM Walker conducted us through a hymn as a ten minute 
ensemble warm up item before Captain Ian took over for the recording session.  He spent 
some time on the balance and tuning of the chord with which the hymn began.  'Walker has 
keen a ear for intonation,' was my judgement.  He used the hymn to address a number of 
basics of instrumental technique and ensemble playing; balance, phrasing, articulation and 
tuning.  At one point, for instance, he said 'Trombones, you have the quavers in the last two 
bars, don't you?  They are meant to be slurred but this can't be done on trombone so you 
have to use another method.  Tongue the notes very smoothly'.  The question of the 
execution of slurs on the slide trombone is always problematic because, for technical 
reasons, several different slurring techniques have to be used, depending on which 
harmonics of the instrument they occur.  I sensed an unfamiliarity with the problem on 
Walker's part.  He was a trumpet player and valved brass instruments do not share the slide 
trombone's slurring idiosyncrasies.  I was happy though to accept his point that our slurred 
quavers didn't sound convincing, and I strove to improve my performance of them. 
Soon Captain Ian entered the Chamber, with a cup of coffee in hand.  Walker called 'band !' 
and the soldier-musicians 'braced up' into the 'sitting at attention' salute.  Ian greeted the 
band  with a 'Good morning!' and then explained that today we would record the last few 
pieces.  The first piece was to be Zampa.  As I was not to play on this item I went to the 
trombone room to do some buzzing practice, and to read the paper for a while, pleased for 
some respite in what had been an intense few days.  When Zampa was 'in the can' the 
soldier-musicians began to mill around the building having 'brews' and 'smokes'.  After 
'brew break' it was time to record Nola's solo, so I went to my seat in the chamber. 
It proved necessary to make a number of takes of this piece; Nola was making a very fine 
effort, but still there were some inaccuracies.  She felt her mouth drying and at one point Ian 
called for Simon to get her a glass of water.  This was of some use but still the dry feeling 
persisted.  Nola's nerves, I felt, were taxed. 
When the final take was made a break was called and we milled about with the usual 
biscuits and coffee or tea.  Some soldier-musicians smoked cigarettes.  I told Nola how well 
I thought she'd played and how well her sound had been recorded.  Nola offered her own 
reflections on her playing in a manner which was analytical and earnest.  She said that she 
was a little dissatisfied with her tone on this trombone; she felt that she was '... blowing this 
smaller instrument as if I were blowing my bigger one'.  She hadn't allowed for the 
difference in bore size yet.  But generally, she said, she was very happy with the result.   
The compact disc was marketed under the title Kapooka in Concert. 
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In this story we have observed the soldier-musicians working together in the pursuit of 
excellence in performance.  My focus here has been on music making as collective action; I 
will return to my tale of Making a recording in chapter 11 when my focus will be Military 
music as art and craft.  Meanwhile, I will now move beyond the Band Centre to examine of 
the nature of music making as collective action in other contexts. 
 
Reflection: Collective action in other contexts 
All of the Kapooka Band's activities demand a process of team work.  The need to work 
communally is particularly so in labour intensive activities like touring and giving concerts 
where the preparation of equipment, setting up the stage, and packing up after the concert, 
are all done from a bus and the band truck. 
During my fieldwork period, and the non-participant observation period since, I played in, 
or attended a range of evening and daytime public concerts in Wagga Wagga, Hay, and 
Batlow.  Of these the 'Music at Midday' concerts and some schools concerts at Wagga 
Wagga and the public concerts at Hay and Batlow stand out as telling examples of the band's 
team work in musical and extra-musical preparation.  In addition, my fieldnotes and 
interview transcripts record soldier-musicians' tales of performances in other places like 
New Guinea, and Darwin, the Army Tattoo 1988 (a bicentenary activity), the 75th 
Anniversary of the military landing at Gallipoli in 1990, and The Internment of the 
Unknown Soldier at the Australian War Memorial in Canberra in November 1993.  Then 
there were, of course, numerous other performances at the Kapooka military area; special 
ceremonial parades such as the welcome to the Chief of the General Staff when he visited in 
April 1994, concerts for military personnel and their families, mess band performances by a 
small ensemble taken from the Kapooka Band to play in the officer's mess for dinner.  In 
addition, there ceremonies in Wagga Wagga; ceremonies for certain military anniversaries, 
and funerals.  A funeral for an ex-band 
member in 1990 is particularly memorable for the sense of community generated among 
Kapooka Band members and the community of musicians of Wagga Wagga of whom the 
deceased had become a member. 
My story: An overview of concertising 
Shortly I will examine the band at concerts in Batlow and Hay.  However, I will begin with 
a brief survey of the Wagga Wagga concerts because they are important events in the band's 
calendar, and they are important to many Wagga Wagga people.  
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Typically, at these bigger Wagga Wagga concerts all tickets have been sold for each of three 
or four performances over a weekend.  The band hones to a polished state a program of 
pieces which the soldier-musicians find stimulating and which are likely to have a popular 
appeal.  Because the Civic Theatre is near to the band's base the soldier-musicians set up the 
equipment well in advance and they arrive for the performances straight from their homes.  
As it is the weekend, players are able to rest, shower and have a meal conducive to good 
concert performing.  This is not to claim that the pace here is leisurely; it is not.  In the 
period prior to the Civic Theatre concerts there is a frenzy of planning and musical 
preparation.  Repertoire selection, and publicity in the forms of posters, radio and television 
advertisements, and media interviews with key figures in the concert, has to be done.  
Uniforms are washed and pressed and each player's music parts are sorted into program 
order in their large leather music 'pads'.  The theatre is set up and sound and lighting are 
checked at the one or two rehearsals the band does in the theatre itself.  Meanwhile the band 
has managed to meet its regular commitment to its military ceremonial work on the 
Kapooka military base.   
The band rehearses its own program and the musical arrangements of guest performers it 
engages for such concerts.  Guests have included musicians like trombonist Ed Wilson, 
known to Australians for several generations as the Wilson of the Daly-Wilson Big Band, 
who is now a private musician in the Australian Army Band Melbourne.  Ed brought with 
him his own big band arrangements in which he directed the band and played as a soloist.  
The Jowsey trio, a piano, bass and vocal jazz group of wife, husband and daughter were 
guests at a first-class concert with a jazz focus in August 1993. They brought their own 
arrangements to perform with the band and they played several items as a trio.  Vocalist 
Diana Jowsey is employed as a member of the Victorian Police Band. Of course, small 
concerts in outlying towns require much of this same preparation, though usually without 
the imported guests.  Instead of guests, one of the soldier-musicians will sing and others 
willplay featured solos.  Dean, the band's vocalist and 
second trombonist, was a local audience favourite when he sang at concerts in Wagga 
Wagga and other Riverina towns, and as he had performed in local music theatre.  Whether 
it be a single performance as at Batlow, or an overnight tour with a public concert, or a 
schools' concert and some coaching of school musicians at Hay, touring requires meticulous 
planning.  Unlike a professional orchestra, like the Australian Chamber Orchestra, which 
tours with an orchestra of about fifteen musicians, and also has two or three professional 
touring assistants, the Kapooka Band plans and implements all of its own logistic 
management.  Typically, the band presents public concerts as charity benefits; the local 
charities then assist with publicity, staffing of the venue, and hospitality in the form of 
intermission refreshments and supper for the soldier-musicians.   
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Batlow lies one hundred and seven kilometres to the east of Wagga Wagga;  Hay is two 
hundred and seventy kilometres west.  Batlow is at the centre of a timber and fruit growing 
mountain area.  Hay is a commercial centre for a vast area of semi-arid grazing land.  
Batlow's population is about 1400 and Hay has just on twice that many.  In the engagements 
at Hay and Batlow the band's resources are stretched to the limit.  Here the band's planning 
and its extra-musical preparation requires meticulous attention; you can't race back to the 
Band Centre at Kapooka if, suddenly at Hay, some item of equipment is found to be 
missing.  Nor can you have it sent on the next plane.  Nor can it be found locally.  There is 
no regular commercial flight between Wagga Wagga and Hay and band accessories are rare 
commodities in small country towns.   
 
My story: A concert at Batlow 
In the first place, the Batlow concert was scheduled for an evening two days after the band's 
return from a ten day tour of Darwin.  The Darwin tour was to finish on the Wednesday, the 
band would return home late Thursday evening, there would be an early morning rehearsal 
for the March Out Parade on Friday, and the Batlow concert was scheduled for the Friday 
evening.  
On the day of the Batlow concert I skipped my usual observation of the March Out 
rehearsal, and arrived at the Band Centre at one o'clock, ready to pack my instrument on the 
bus.  On my arrival the soldier-musicians were in civilian clothing.  Some were resting and 
some were showering and preparing their uniforms to pose for the band's annual photograph. 
The soldier-musicians were not enthusiastic about the prospect of travelling to Batlow for a 
single, Friday evening concert which was to follow a school fete.  School fetes might be fun 
for kids and communities, but they do not lend themselves to good quality music 
making, and audience engagement is usually pretty minimal.  The late-night journey home 
would be a tiring finish to a busy couple of weeks and a long day.  On the other hand, I felt a 
sense of adventure in travelling to a new place to play with the band of which I'd been a 
member for only a few months.  My day with the band started some five hours later than the 
soldier-musicians who had commenced work at their usual 8.00 a.m.  Familiarity with the 
routines of touring and concertising, and their need for rest following the Darwin tour, didn't 
help the soldier-musicians to look forward to the Batlow concert. 
The general opinion was that 'Darwin was great'.  Those who mentioned it referred to the 
weather, which they said was hot and sticky but pleasant if one wasn't working.  They 
weren't asked to do too many jobs, partly because schools' concerts were not possible as the 
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schools were on vacation at that time.  Musician Rachel was her usual warm, friendly self 
and told me she had a fine time in Darwin.  'Without your boyfriend,' I quipped, because she 
had been reluctant to leave him at home while the band went to Darwin.  'Well that was a 
problem,' she replied, 'But we made up for it when I got home last night; twelve roses, six 
yellow and six red.  Gifts everywhere'.  I discussed postings with Rachel in view of the fact 
that her fiance, a dentist, was also in the army.  She told me they decided to sign an affidavit 
that declares that her career shall have precedence over his, as his work could see him 
posted to any army location, even to places where there is no band.  This would separate 
them or require Rachel to transfer to another Corps. 
I visited Captain Ian in his office to ask that I be collected en route to Batlow from the 
RAAF Base to the east of Wagga, as this was convenient for me.  Ian replied 'Of course, 
mate, yes, no trouble.  C'mon, I'll organise it for you now'.  I drove home, prepared and ate a 
snack, and then drove out to the Air Force base, where I waited for the band bus to arrive.  It 
was raining lightly. 
As I entered the bus, I heard the request 'Don't stand in front of the screen'. I wondered what 
they were referring to, then realised that the soldier-musicians were in fact watching hired 
videos.  The first video was a set of short clippings of sporting mishaps; sportsmen in 
accidents, punchups and falls.  Then came a section on animals who were purportedly 
'drunk' from something they'd been eating; the camera had caught African animals in normal 
stances but made them seem grotesque by juxtaposing images, and by a spoken 
commentary.  The final selection was a 'soft porn' sequence with scantily clad dancing girls.  
Later, the video on homeward journey was a Police Academy film. 
On the forward journey I sat with Steve Macdonald who was more interested in the films 
than in conversation.  Many of the bandspeople slept.  I put this down to the taxing 
nature of the Darwin tour.  The trip to Batlow took two hours; much longer than needed, 
was the general opinion.  During the Batlow visit this was mentioned to the driver who 
declared that he'd 'Taken the scenic drive'.  It appeared that he'd taken a wrong turn.  The 
prolonged journey, and the subsequent prospect of a rushed preparation for the concert did 
little to bolster the soldier-musicians' enthusiasm.  There was light rain on the way to Batlow 
and heavy rain during the setting up of the band and during the concert itself.  
On arrival we found ourselves at a very busy school; the school fete had been transferred 
indoors because of the weather.  People everywhere were scurrying about in a busy fete-day 
manner.  A youthful pianist, guitarist and drummer were performing, and as is the practice 
with fete audiences, not many people were listening.  When I realised that this band was 
right near where we would be playing, my enthusiasm for the concert was waned as it is 
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difficult enough to play well in good conditions.  The soldier-musicians' enthusiasm about 
the concert nosedived. 
We began to unpack the band gear.  This is a practised art.  Each soldier-musician below 
sergeant rank lent a hand; large and small crates were lifted off the bus and wheeled into the 
hall.  The cases were well-constructed and custom-made for the gear they contained.  The 
musicians unpacked each case and carried the equipment to its place and set it up.  I helped 
where I could. 
Soon the BSM asked the soldier-musicians to go to their seats with their music folders.  
When we took our places, still in our 'civvies', he addressed us briefly; he mentioned the 
rough conditions for the concert and conveyed to us the apologies of the organisers who'd 
had to bring their fete indoors simply because it was too wet outdoors.  The organisers 
sensed our plight at having to cope with a fete day crowd, indoors, he said.  He asked for 
proper attention to the details of our performance, despite the difficult circumstances. 
After the BSM dismissed us, we went behind stage to change into our uniforms; the soldier-
musicians into their ceremonials and me into my 'black and whites'.  At the appointed time 
we took our place on stage, an NCO supervised the tuning of the band, and we sat ready to 
play.  Captain Ian took the stand, and soon conducted us into the first tune, Under the 
Double Eagle; a strange choice, I felt.  It seemed odd to begin a concert in Batlow with an 
overtly American piece.  I had a great deal of trouble in reading the poorly copied trombone 
part, a problem I was to face often during my stay with the band.  The print could function 
as little other than a road map for a musician who had memorised the part.  I found this very 
uncomfortable.   
After the concert we were invited to go to the school domestic science room where 'the 
ladies' had prepared hot dishes, sandwiches and cakes for us.  Nobody began to eat until the 
OC did; then it was pretty much open season except that nobody would take the last item on 
each plate.  The BSM called on Steve Macdonald to make a 'thank you speech'.  Steve, a 
natural comedian, tried to be as sensible as possible.  I was struck by the obvious feeling of 
satisfaction that the soldier-musicians felt now that the concert was over and that they were 
the celebrated guests of the local people.  The audience response to the concert had been 
very enthusiastic; the applause had been warm and spontaneous.  There was a sense of 
rapport between the players and the audience; the desultory mood I'd witnessed on the bus 
had abated. 
Most of the soldier-musicians slept on the homeward journey.  I left the bus at the RAAF 
base pleased to know that I did not have to go all the way to Kapooka, assist with the 
  172 
unpacking of the van and then drive home.  I felt a little guilty that in this sense I was 
reluctant to be a fully participating participant observer. 
 
My story: An overnight tour to Hay 
Tours to country towns provide graphic examples of the collective nature of the soldier-
musician's work.  In September 1989 I travelled with the band to Hay for an overnight tour.  
Here the soldier-musicians ran an instrumental workshop and a band concert in which they 
joined with the young instrumentalists to present a massed band concert for other children in 
the district.  The Kapooka Band also presented a public concert at the Hay Services Club.  
My fieldnotes contain a comprehensive account of this tour, but in my story I will select 
sections that enhance our understanding of the process of collective action in touring, 
presenting workshops, and concertising.  
At eleven forty-five we arrived at Services Club where sixty or more children were 
rehearsing as a massed band.  I learnt that they were drawn from primary and secondary 
schools in Hay, Balranald and Hillston.  A very small, young, female teacher was 
conducting them. 
Some of the soldier-musicians showed signs of diffidence towards working with the 
children; they made comments about their playing standard, and initially, they seemed 
reluctant to mix with the children or their teachers.  They stood well back and talked among 
themselves while the BSM and 2IC Joe, Acting Music Director for the day, negotiated 
arrangements with the teacher in charge.  I felt that many of the younger soldier-musicians 
were shy in this context. 
After a while morning tea was announced.  I struck up a conversation with some of the 
teachers, in an attempt to break the ice, and I was pleased to see that other band members 
began to talk to the kids and the teachers.  As an educator I was a little embarrassed by the 
reticence of the soldier-musicians to interact with this new social group. 
After morning tea the BSM told the soldier-musicians to take the children for section 
rehearsals until lunch time.  He nominated Nola to '... lead the trombone section rehearsal ...' 
and she led us to an outdoors location.  It was very hot.  There was a brisk wind and she 
chose to have us play near and toward a brick wall so that '... the sound would bounce off 
[it]. ..'.  The wind blew the music copies off our music stands, and we all felt the effect of the 
heat and reflected glare. 
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Nola began by calling for us to play a piece from the children's music folders, a piece which 
was on the program for the planed massed band concert with the children.  In our trombone 
group there were two high school and one primary school kids; the high schoolers were able 
to sound the first notes of the piece, but the primary school children could not even 
distinguish readily between the three easiest notes in the trombone's first position.  We 
wondered what we should do in this situation? 
In an effort to make some progress we changed to the piece called 'Red, Red Wine'; this 
began with a very long section in which the trombones played off-beat quavers on 'E'.  The 
kids found this very difficult and Nola asked me to try to help one student get the 'E'.  I 
worked with him for a moment on his breathing but I soon realised the futility of the 
exercise and began to think about the purpose of the workshop; it must be largely to do with 
motivation, yet what we were doing was, I felt, not very motivational.   
At twelve-thirty we moved back indoors.  Nola and Dean expressed frustration at our lack of 
progress with the children.  The other instrumental sections were packing up in the various 
corners of the room where they had been rehearsing.  As I put my instrument in its case I 
heard Corporal Peter ask the BSM 'Is our lunch among this lot?'  The BSM replied that 
indeed it was. 
I was please that some of the soldier-musicians talked with the teachers at lunch, because I 
felt they would get more from the experience, and so would the children and their teachers, 
if there were more social interaction.  Some soldier-musicians showed disdain for the 
teachers and kids; others seemed shy, but as the day proceeded interaction improved.  
After lunch we 'sat in' with the kids for a full band rehearsal. There were the four 
trombonists we'd worked with at section practice, and Nola and Dean and me. Similarly, 
other soldier-musicians sat among the children they'd taught at section rehearsal.  I noticed 
that the BSM and players of 'odd' instruments (e.g. bassoon) did not participate, probably 
because they had not worked with the children during the morning.  The first few items were 
conducted by the school teachers.  The first teacher simply took us through a couple of items 
and remarked how good each one sounded.  She was feeling her way with this new large, 
ensemble.  The second teacher seemed too shy to speak to us.  Several times she could not 
be heard as she talked to us about the pieces we were to play. 
Joe then took the podium and announced that he was to conduct the combined band concert 
program.  As he rehearsed each concert item with us, he selected certain features for 
particular attention.  For example, he rehearsed a sforzando-piano-crescendo passage which, 
after rehearsal, sounded much better and lent character to the piece.  Although I thought he 
did this well, I he should modify his adult vocabulary.  For example, 'We'll now take it from 
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the forte, and when we get to the piano  take it right down,' was language which the soldier-
musicians understood but it was strange to the children. 
During the children's concert Joe introduced some of the instruments to the audience.  The 
soldier-musicians called out humorous remarks about each soloist as they went forward to 
demonstrate their instrument.  In the case of Nigel, the euphonium player, they said 'Give 
'em some licorice all-sorts Rick!' or 'Yeh! Nola!' for Nola's trombone demonstration.  
Sergeant Andrew sent a young horn player to stand in front of the band to pretend to 
demonstrate the horn while he, Andrew, actually played the example from his seat.  This 
was applauded by the audience and drew laughter and applause from the combined band.   
After the schools' concert with the children we set up the stage for the Kapooka Band 
evening public concert.  As we were doing this a delicate silence fell rather suddenly on the 
soldier-musicians.  A mood of foreboding seemed to pervade the group.  What, was going 
on?  It emerged that the 'banner box', which contained the colourful cloth banners which 
were draped in front of each music stand, had been inadvertently left at the Band Centre.  
The BSM called the band to 'sit in' and began to harangue us.  His manner was brusque, 
authoritarian, unequivocal and punitive.  This kind of thing could not be accepted, he said.  
He had made a truck list and the banner box was 'marked for loading'.  As punishment, the 
present Work Section would now continue to be on duty for an extra week.  Further 
infringements would earn further punishments. 
We went to our hotel, put our bags in our rooms and while most of the soldier-musicians 
played soccer on a nearby field, I read the paper.  When the time came to return to the Club 
for the evening concert, we boarded the bus where the Duty Sergeant called the roll, and 
announced: 'Fuck 'em; if they can't bloody read we'll go without the bastards'.  He 
was referring to one or two soldier-musicians who hadn't yet boarded the bus.  Keith Walker 
(BSM) took charge and said that as it was only two minutes to six we would have to wait at 
least another two minutes.  'Don't get too excited,' he said to the Duty Sergeant.  A debate, 
with elements of the tongue in cheek, ensued among the soldier-musicians as to the correct 
time; their watches varied by one or two minutes.  As the Duty Sergeant conducted the roll 
call he read the names in a rapid fire, poisonous manner.  Eventually the late-comers arrived, 
he admonished them, and the bus departed. 
At the Club a barbecue dinner had been prepared for us.  I noticed that the soldier-musicians 
helped themselves when invited to do so in a polite, matter-of-fact way; they are used to 
being feted.   
During the meal I talked to Musician Bob Catania about recorded music.  Bob was 
enthusiastic about the jazz trumpeter John Fadis who had just visited Australia with the 
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Gene Harris Big Band and, to my consternation, he referred to Maynard Ferguson and Dizzy 
Gillespie as 'old fashioned' players.   
As the concert time drew near I joined an elderly civilian couple sitting on a log in the Club 
grounds.  We introduced ourselves and discussion followed.  The man said he was an 'old E 
flat bass player,' and that he still 'helped the kids with their music, a bit'.  He looked forward 
to the concert.  Band music, he said, was part of his life. 
I had noticed that the audience entering the Club was quite small, so I asked about the 
population of Hay; the couple told me it was a town of six thousand people.  I marvelled at 
the sparseness of the population out here in the far south west of the state, and tried to 
understand how difficult it must be to attract an audience from such a small population.  I 
felt that the soldier-musicians would be disappointed with the small audience, but the 
audience responded warmly to our concert, just as it had at Batlow, and there was a similar 
commitment from the soldier-musicians to their performance similar to that which they had 
demonstrated at Batlow.   
At concert's end we packed up the band, a task which some of the soldier-musicians do well.  
Most take off their ceremonial tops, while others change quickly into 'civvies'.  One or two 
get into the back of the truck and the others load on the gear in the prescribed order.  The 
truck must be packed accurately if it is to hold everything.  A private musician said 'I hate 
those fucking corporals'; he was referring to their practice of standing around and watching 
while the 'diggers' did the loading. 
We returned to the pub, and many of the soldier-musicians went to the bar.  I could not get 
into my room because Nigel, my room mate, had gone out with the keys, so I hid my 
instrument behind the staircase, went into the bar, ordered a beer and joined Ray Keuning 
and a few other soldier-musicians who were ordering hot chicken rolls and drinking beer. 
Three Sergeants (Andrew, Craddock, Shane) were playing darts while Lieutenant Joe looked 
on. 
Craddock told me about being a sergeant.  He said, to illustrate his role,  'I told Rachel the 
other day that she had to stick to flute.  She said she was going to play piccolo and I told her 
to play flute.  That's what's good about being a Sergeant.  Her tone is awful; it is airy and 
weak - especially on piccolo.  In fact the CD would have been better had she not been there', 
he said.  I said that it must be difficult to be so uncompromising.  He said that 'My wife and 
kids love me.  That's all I need.  When I come to work all that [family support] is behind me 
and I do the job as best I can'. 
One sergeant seemed to be drinking rather heavily.  He was keen to have Dean share the 
purchase of a dozen cans of beer and take them onto the balcony to drink.  Dean said he 
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didn't want to do this as he had to sing in a Wagga performance of 'Evita' the next evening.  
He resisted the sergeant's persistent approaches, although he was a private and his tormenter 
was a sergeant.  Further, the sergeant was older than Dean.  I felt the sergeant was testing 
Dean in a rather cruel, or at least irresponsible way, and that Dean was being very 
circumspect in his decision not to 'party on'. 
Next morning Sergeant Shane woke us at half-past-six, whether in jest or not, I do not know; 
breakfast was at eight and the bus was to leave for home at nine.  I ignored him, and so did 
many of the others.  Many of us arrived for breakfast just before eight.  After breakfast we 
stood on the footpath and waited with some others for the bus to arrive.  'Shit Arse' (a 
sergeant) seemed to enjoy standing on the hotel balcony making a loud fuss about 'Ballbag' 
(another sergeant), on the footpath below.  Some other soldier-musicians were at first 
inclined to join this public banter but as it grew louder I sensed that they were embarrassed, 
and they began to drift away and some expressed reservations about this behaviour. 
We boarded the bus and Andrew Walker and I chatted all the way home.  Andrew told me of 
his work with the Army Tattoo 1988  in the Bicentenary year.  Andrew spoke of Pershing's 
Own, the 'crack' US military band which toured as part of the tattoo.  Andrew spoke of a US 
Army bugler, a member of Pershing's Own, who was renowned for his ability to stand in the 
snow, at attention and without moving, for long periods during lengthy funerals and other 
kinds of ceremonies and then, at the appropriate time, lift his instrument to his lips and play 
a bugle call, perfectly.  Andrew spoke of his admiration for this person.  We traded stories 
about such heroic figures. 
My story of the band's Hay tour does not quite end here.  Four years later, on the eve of the 
75th Anniversary of Armistice Day, the Australian Broadcasting Corporation broadcast a 
television documentary film called Cenotaph.  The film makers had selected the community 
of Hay to symbolise the continuity and longevity of the Anzac tradition and its power in 
shaping society in the distant corners of Australian society.  They used the Hay War 
Memorial High School Band as a key symbol in the celebration of this tradition.  At the 
time, the band included a core of teachers, some elderly members of the public and some 
school children.  There were few members of the generations between the old and the 
young, since country bands lose their young members when they leave school and move to 
the cities for education and employment.  The school band continued the century old 
tradition of the Hay Citizens' Band which 'no longer plays', though a building bearing its 
name still stands in the main street.  The documentary included scenes in which the 
musicians marched along the road across the vast, flat, empty stretches of the Hay plain.  In 
another it performed at a ceremony at the Cenotaph, and at the end a bugler stepped forward 
to play The Last Post.  The notion of collective action guided my reflections on the Hay trip 
and the film Cenotaph.  I wondered if the grey haired E flat bass player I'd spoken to in 1989 
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was still in the band 'helping the kids with their music' and I wondered too whether some of 
the children the Kapooka Band had worked with in our 1989 visit were among those 
marching across the television screen.  I wondered too about the role of military bands and 
school and community bands in the continuing Australian patriotic tradition, and about the 
specific impact of the Kapooka Band's 1989 visit to Hay:  How would the visit affect the 
children's learning of band instruments?  How would it mould the children's musical 
profiles? and How might it affect the promulgation of patriotic and military traditions 
among the people of this remote region?  I was told that Hay is the only town in New South 
Wales which has a school named as a War Memorial.   
My Hay story described an instance of a continuing, music collective with links across a 
region and across time.  The ABC's Cenotaph  documentary illuminated the role of the Hay 
band tradition in its community, and the para-military nature of the band which is a 
particular example of the collective relationship between service bands and community 
bands.   
My story: A para-military community band in concert 
The brief description of a concert by the Riverina Concert Band, in essence the Wagga 
Wagga town band, will lead further towards an understanding of the network of collective 
action between service bands, which after all draw their recruits from school 
and community bands, and community bands.  the Riverina Concert Band's connections 
with service band traditions are more direct than those of the Hay band, or indeed most 
community bands.   
For some five years now it has been practice for the 2IC at Kapooka to accept an invitation 
from the Riverina Concert Band to be its musical director. Thus, in 1993 and 1994 
Lieutenant Andrea Davey, the Kapooka Band's Deputy Commanding Officer, was the 
Riverina Concert Band's Musical Director.  In November 1993 she conducted the Riverina 
Concert Band in a public performance at the Wagga Wagga Civic Theatre.  The para-
military nature of the concert was obvious; noticeable military elements included Lieutenant 
Andrea's own presence, the Commanding Officer of the Kapooka Band as guest conductor 
for two items, and one of the Kapooka Band's female musicians as a guest vocalist.  The 
prominence of these military figures in the performance was heightened by the fact that their 
biographies and photographs occupied about one-quarter of the printed program.  Kapooka 
Corporal Ozzie Osborne played the electric bass.  The repertoire was much like those of the 
Kapooka Band concerts.  Military-like banners hung from the music stands.  One young 
Wagga Wagga musician who had been tentatively accepted into the Band Corps led the 
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saxophone section, and was one of the stronger players in the band.  Some musical 
arrangements on the program were those of Kapooka Band members.   
 
Anzac day 1990 
In my Batlow, Hay and Wagga Wagga accounts we saw the band at work in its immediate, 
regional context and we identified links between the band and other community groups, and 
between present and past events.  I now complement our understanding of these small scale 
local examples of music making as collective action with an example of the soldier-
musicians' role in an event of national and international significance, the commemorative 
services in 1990, at Gallipoli, of the 75th anniversary of the military landings on 25 April 
1915.  These services are set in a network of collective action spread across the world, and 
deep into Australia's past.   
 
The setting 
The most significant event in the construction of the Australian national identity is, 
arguably, the First World War military landing at Gallipoli on 25 April 1915.  Each year 
Australians and New Zealanders commemorate this event on Anzac Day with 
commemorative services, parades, and media reports and projects for school children.  Here 
in these commemorations, music making takes place in a larger context of collective action, 
a context which stretches across time, across geographical space, and across cultures.  The 
music and the ceremonies have particular meanings for Australians, but these meanings 
depend on the larger contexts.  Anzac day 1990 was especially important as it was the 75th 
anniversary of the landing.  To mark the anniversary the Commonwealth Government sent 
an Australian 'visit group' to the sites of the original Gallipoli campaign for special Anzac 
Day commemorative services in what was probably '... the biggest peacetime movement 
overseas of military and civilian personnel in Australian history' (Stevens 1990b, p. 10).  
The governments of Australia's allies in the original landing also sent contingents.  The 
Australian group included politicians, military personnel, and 58 veterans and 8 widows of 
deceased veterans of the original landing.  Included too was the Australian Army Band, a 
group of 27 musicians drawn from the membership of the seven bands of the Australian 
Army Band Corps.   
 
Constructing an Anzac ethos 
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Australians remind themselves each April that they and their allies from New Zealand, 
Britain, France and India suffered a terrible military defeat in 1915.  Soldiers in the 
Australian and New Zealand Army Corps (hence 'Anzac') played a particularly significant 
role in the Gallipoli campaign.  On an isolated peninsular on the opposite side of the globe, 
nearly 20% of the half-million allied soldiers died, in battle or of disease, or were listed as 
missing in action.  This tragedy has become mythologised in the Australian imagination as 
the moment our self-perception changed from that of a British Colony to that of a mature 
nation.  It is what our present Prime Minister (Paul Keating) would call a 'defining moment' 
in the history of European settlement in Australia.  Ross (1985) identifies it as the point at 
which the Australian digger myth began (p. 14). 
Not surprisingly, anniversary commemorations at Gallipoli in 1990 attracted even more 
column centimetres and air time than usual for Anzac stories.  The magnitude of the 
Australian visit group, and the singular importance of the occasion, made good copy.  The 
Australian contingent included two Royal Australian Navy warships and a submarine.  The 
Gallipoli veterans and many support personnel, including the soldier-musicians, travelled on 
a specially designated Qantas 747 aeroplane called 'The Spirit of Anzac'.  Britain, France, 
New Zealand and Canada all sent contingents.  Britain and France sent two warships each.  
The British contingent included the then Prime Minister Margaret Thatcher and the New 
Zealand people were represented by their Govenor-General, Sir Paul Reeves.  Turkey itself 
was prominently represented.  Britain, France and Turkey all sent military bands.   
The Australian Prime Minister of the day (Bob Hawke), the Minister for Defence (Kim 
Beazley), and numerous other officials represented the Australian Government.  The 
inclusion of the veterans and widows lent a great poignancy to the occasion, especially as 
one of the veterans had turned 28 on the day of the landings, and now, 75 years on, he would 
celebrate his 103rd birthday there.  Frame (1990) reported estimates that as many as ten 
thousand Australians had travelled independently to Gallipoli for what he called 'the second 
invasion'.  Among these were thousands of young backpackers.  The total cost to the 
Australian government would be up to $5 million (p. 6-7).  Three ceremonies were 
scheduled for the day; the Dawn Service; the Lone Pine Service and the International 
Ceremony.   
Like most Australian media, the Sydney Morning Herald (SMH) ran stories of bravery and 
heroism, battles, mateship, old times, injuries, decorations and life in the battlefield trenches 
in the days before and after Anzac Day.  The SMH built many of its stories around the 
veterans.  Gallantry was an important theme as old soldiers paid homage to 'Johnny Turk ... 
an honourable foe and a fair fighter'.  Some prominence was given to the fact that about fifty 
percent of the half million Turkish soldiers who defeated us were themselves killed.  There 
was a piece on the role of Anzac Day in the construction of the Australian ethos, and even a 
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story about how the media had highjacked the event for its own purposes.  One journalist 
commented on the 'bombardment' of books about war which hit the bookshops in April.  The 
SMH ran numerous reviews of such books.  Military studies journals had a field day; the 
Australian Defence Force Journal devoted its entire issue No. 81 to Anzac articles, 
including some translations of the 1915 diaries of a Turkish soldier at Gallipoli.  Peter 
Weir's film Gallipoli was back in the movie houses.   
Of particular interest was a SMH story (Stevens 1990b) which focused on Warrant Officer 
1st Class Keith Walker of the Australian Army Band, the soldier-musician who was to play 
the bugle calls at the anniversary services.  The article's focus was on the difficulties of 
being a military bugler; the hazards of playing in extreme weather conditions, inhospitable 
places and on occasions of great emotional significance.    
Keith Walker's performance of The Last Post  and Reveille  precisely at dawn, was seen by 
viewers in many countries who watched the Australian Broadcasting Corporation television 
broadcast of the Dawn Service.  This single performance has come to epitomise for me the 
work of Australian soldier-musicians.   
Let me now move from my own observations to the voices of three soldier-musicians 
themselves, Andrea Davey, Gary Poole and Keith Walker.  My questions sought their 
recollections of the events of the tour and their reflections on their feelings in what I judged 
to be a highly charged emotional setting. 
Andrea Davey played at Gallipoli as a flutist with the rank of corporal, Sergeant Gary Poole 
is a drummer, and bugler Keith Walker, also played the trumpet.  Keith was the Band 
Sergeant Major (BSM) for the Gallipoli tour, with responsibility for the day-to-day 
management of the band.  Surprisingly to me, he saw management, rather than music 
making, as his most onerous task.  All three interviewees were invited to make the tour of 
Gallipoli because they were regarded by their superior officers as exemplary soldier-
musicians.  After their visit to Gallipoli Andrea rose to the rank of Lieutenant and became 
the 2IC (Second in Command) of the Kapooka Band.  Gary, with his brother Jeff, a 
trumpeter in the Kapooka Band, left the army to set up a music store and music teaching 
practice.  Keith was posted from Kapooka to the Australian Army Band Duntroon in 
Canberra.  Like most other soldier-musicians they subscribe to the values of the army ethos; 
I have found that soldier-musicians often criticise the functional efficiency of the army, but 
seldom express ideological dissent from the military ethos.   
 
Three soldier-musicians' tales  
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'Never mind any musical aspect' 
All three of my interviewees had been in the army for a number of years and had 
participated in several important ceremonial occasions either overseas or in Australia.  I 
asked each of them which of these stood out as highlights of their careers.  For Andrea 
Davey, the Gallipoli tour was her unequivocal answer.  She explained: 
I think just for the meaning of it.  My grandfather was in the First World War, so I suppose 
whilst I have never actually known my grandfather - he died when I was about four - I am 
very interested.  Mum dug out his war diaries for me ages ago, and he was a 'med' [a private 
soldier in the Medical Corps] when he was over [there] and he was in Egypt and on various 
medical ships as well, so he was never actually in the fighting part of it as such, but I took 
great interest in reading his diaries ... 
Similarly, Gary Poole reflected on the historical significance of the tour when he was 
nominated for it: 
[This was the] first major overseas trip I've had, and especially to be involved in this trip 
actually going to Gallipoli where the battles took place - that was very exciting of course in 
itself.  Never mind any musical aspect. 
I quite enjoyed the history, and to be actually going to the battlefields of Gallipoli ... I found 
that exciting and most interesting itself.  All the stories I'd heard, the documentaries that are 
on TV ... from time to time - so I was very excited and exhilarated to go over there 
especially seeing as we were going with sixty veterans that were actually there at the time.  
As it turned out we all went together on the same flight, so that was great because we got to 
speak to them on the flight and they were telling stories and what not. 
Gary's interest in the history of the Anzac tradition led him to borrow some library books on 
the subject.  The army provided a series of lectures for members of the group in the week 
before it embarked from Sydney.  These lectures included biographies of the veterans, and a 
history of the Gallipoli campaign.  The Turkish Consul-General addressed the group.  At 
Gallipoli itself the army provided a tour of the battlefields.  Gary's interest was further 
stimulated when he was able to visit, and perform, at the key sites in the Anzac story:  
[It was ...] an exciting time ... the first time we actually got to see Gallipoli.  Anzac Cove 
was the first place we went to and just spending time there ... we had hours to fill while we 
waited for the next instructions.  We were able to walk on the beach - on Anzac Cove - go 
through the hills.  There was shrapnel everywhere just rusted, bits of shrapnel on the beach 
... which at first we couldn't find 'cause all the tourists ... had dug it all up.  But you know 
another fifty yards down the beach and you'd find rusted pieces of bullets ... a lot of it was 
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pretty hard to tell what it was and it was so decayed.  Other guys found rusted enamel 
washing bowls and what not. 
The Lone Pine wreath laying.  That's where a lot of Australian soldiers were killed.  It is 
very hilly all through this area and this is one particular battle when many lives were lost.  
This was my favourite, most moving that I thought was the best actual ceremony that took 
place ... 
Because Keith, had been in the army for a much longer period than Andrea and Gary, he had 
been on numerous major tours including a visit to England in 1977 for the Silver Jubilee of 
the Coronation of Queen Elizabeth.  The Australian Band on that occasion performed at a 
number of important ceremonies in Britain.  He listed the Gallipoli tour as one of a number 
of memorable experiences.   
As he recalled the events of his career, Keith said: 
I don't know, this is a funny job.  Every day is a highlight.  You really can't say that one's 
bigger than the other, because every day you do another job and you have a lot of very 
important people turn up for some of these jobs so you know, you're going from one 
highlight to the next but I guess you know, we [the Australian Army Band Duntroon] do 
various jobs like opening the High Court, opening of various things - institutions and things 
like that around Canberra ...  [When I was a member of] ... the 1RTB [the 1st Recruit 
Training Battalion, the battalion to which the Kapooka Band is attached] the band was 
actually chosen as the nucleus for the bi-centenary military tattoo which toured Australia for 
five months.  I guess that would be the ... probably ... one of the ... well I think that's the 
highlight of my career.  Being chosen to be the Band Sergeant Major of a 95 piece band 
which is a very, very big band - a huge band and plus the fact that somewhere down the line 
I was responsible for liaison the BSMs [Band Sergeant Majors] of all the overseas bands as 
well ... although I didn't have to do much on that, in that particular position.  And then after 
that, there was the trip to Gallipoli which was rather fantastic.  It was just unfortunate that 
we could only take a small band ... but it was certainly a marvellous experience.  I really 
think the highlight was the Tattoo ...  I found it very, very challenging.  I seem to thrive on 
that kind of challenge.  
The fact that none of the three mentioned the musical opportunities of performing music in a 
composite Australian Army Band as an attraction of the tour was especially interesting to 
me.  The historical significance of the time and place was of greater interest, and before the 
tour the prospect of visiting the formative sites of Australian history loomed largest in the 
soldier-musicians' imagination.   
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'I'm glad I joined the army' 
Not surprisingly, the logistics of getting to such a remote and difficult site, and of 
participating in a ceremony which involved a large live audience and media crews from 
many countries, all crowded onto a small and rough space, was an important part of the 
soldier-musicians' stories.  As the Dawn Service began at first light, the soldier-musicians 
were furnished with small battery-operated lights to clip to lyres on their instruments to hold 
small card sized sheets of notated parts.  Gary takes up the account: 
Lieutenant-Colonel Sillcock ... our Corps director, ... had everything well in hand.  He had 
all the music that we required all ready prepared for us, backing cards, lights - everything 
was done.  He had that organised prior to the trip.   
When we were leaving Mascot [Sydney] airport the Second District Military Band was 
playing there, [and the] press did a coverage there, and it was well organised.  It was well 
prepared and worked out.  On the actual flight itself, even the stewards and [other staff] 
were picked especially for this trip.  Most of the stewards - the male stewards [were] ex-
army, and had served in Vietnam ... 
When we were arriving [at Istanbul] the police presence was ... evident in that the police 
vehicle continually driving around the plane was actually an armoured personnel carrier and 
it was painted as a police vehicle with blue flashing lights and that certainly gave us a bit of 
a laugh.  The security in Istanbul for us was very good.  The guards - and I assume it is the 
norm over there - carry machine guns, and as soon as we alighted from the plane ... we were 
put straight onto a bus and then we were escorted out to HMAS Tobruk where we were 
accommodated.   
We met Turkish people at ... a place called Canakkale which is about five hours drive from 
Istanbul ... every time we were required to go to rehearsals or whatever we'd leave the ship, 
take a ferry more or less across a little harbour to land and then we'd bus up to Gallipoli 
itself.  We did two days rehearsal [at Gallipoli] prior to Anzac Day. 
[At the time there was] just mainly the guard and the band. 
Viewers of live television broadcasts of the Dawn Service heard that the singing of the 
congregational hymns were not synchronised with the band.  I suspected there were 
difficulties with microphone placement and other aspects of sound broadcasting at the site of 
the ceremony.  The Dawn Service at Anzac Cove was an Australian Service: Anzac Cove 
was the site of the landing of the Australian and New Zealand troops.  Gary continues: 
  184 
Well, as I said, we couldn't see the dais at all and this was very unfortunate with the Dawn 
Service.  We were very tired in the days leading up to it - we were very excited and just 
unfortunately on the actual day, the Dawn Service seemed to lose everything.  For instance 
there was a Turk who must have been interpreting.  He must have been able to hear what 
was being said, and while words were being said that no one could hear, he was speaking in 
Turkish and then there were other people yelling at him to shutup.  It was like as if an 
argument was developing up in the back blocks just near us and there was a real - to me it 
was a disaster.  It really took away from the day ... because we couldn't hear anything that 
was being said in the ceremony.  We couldn't see the ceremony for people standing in front - 
there was standing room only and it was really sad for me. 
We'd been waiting there for about three hours in advance ... we had to get there early to 
make sure we weren't caught in the traffic jams.   
The site of the Dawn Service, the small Ari Burnu cemetery, is too small to accommodate 
the enormous crowd of people which had gathered.  Similarly, road access to the site was 
difficult (Stevens 1990b, p. 10).  Andrea, Gary and Keith all told me of the difficulty of 
working in a setting with many thousands of people crammed into a small and rugged space; 
the band had woken at midnight to get to the site at 1.00 a.m. before traffic made access 
impossible.  Gary expressed disappointment about the unsolved problems in staging the 
Dawn Service: 
The people leading the singing? ... no, we couldn't hear them.  You see ... earlier the people 
that were singing the hymns that were near us were naturally with the band so it must have 
got further and further out of sinc [synchronisation] as it got down to the people that were 
leading the singing, I assume. 
For Keith, in his role as Band Sergeant Major the difficulties of the time and place were 
exacerbated by the fact that he had undergone a minor hernia operation a few weeks before 
the tour, and had recently been ill.  Keith recalls: 
I guess I was pretty grouchy a fair bit of the trip because I had problems walking - on the 
Tobruk - to go up and down stairs and things like that.  I was down three levels and had to 
get up and down these stairs.  I wasn't supposed to be carrying stuff, but everybody else had 
their own bags so I didn't feel like I should impose on them, you know.  I guess I was sort of 
running myself down a little bit, and on the day, I'd picked up the 'flu - I think a couple of 
days beforehand - and wasn't feeling all that good actually.   
As I said a few things went wrong, and I didn't endear myself to a certain Major on the trip 
and another Lieutenant-Colonel, but as I said things went wrong and they couldn't help us 
rectify this problem so we got by those things, we did the Turkish memorial and did the 
  185 
Lone Pine cemetery where Bob Hawke was there and shed a tear.  I thought he was 
shedding a tear at my playing!  I didn't think it was that bad at the time myself personally, 
but I got through ...  
We actually got back on board the Tobruk that night very, very late.  We got back on by 
larks.  They're like big army ducks, big old army ducks and they drove up on the beach.  We 
climbed on, and the seas were rather huge.  We had all these guys standing up the back and 
they were in their nice service dress, and these great waves were coming over and I was very 
fortunate that I sat in the front with the Colonel and the driver ... the driver wouldn't have 
been any older than about 17 and here he is driving one of the biggest V8s, the biggest piece 
of equipment the cadets are expected to be on.  I said to him, 'Are you old enough to have a 
licence?'  And he just laughed ... we had about four goes at getting up the ramp of the 
Tobruk  and the wheels on one side wouldn't go round so we kept rolling back down into the 
sea and he said at one stage that he was considering doing a mid-sea transfer and I thought 
that was hilarious because the waves were in huge swirls.  And we were just going up and 
down.   
I don't know if you have ever tried to iron on a ship. I was in a little room - and we had 
twenty [people] with the exception of the females; we had two females.  We had about 
twenty odd, twenty-five odd people in that space sleeping.  Now to get an iron ... I had to 
send one of them up to try to get an iron off the Navy.  It was unbelievable.  We got an iron.  
We were able to iron our uniforms.  Very, very difficult.  And people, not too many other 
people could get hold of an iron.  Then we gave it back.  To do your washing, you virtually, 
you've got to bribe somebody on the ship.  It's just a very difficult way of living.  The ship's 
only designed to hold so many people and we were about one-and-a-half times over again 
you know, you just can't move.  Virtually showering in rotation.  I'm glad I joined the army 
not the navy, you know. 
The ship doesn't carry all that many people ... ship conditions are always very difficult.  
Food ... I found nothing wrong with the food on the ship but you know, showers and things 
like that.  The ship doesn't generate a lot of hot water you know, things like showers - there's 
not much there.  Washing - it was so hard to do your washing.  Things like that ... I've been 
on ships before to Vietnam.  I've spent a lot of time on ships and I'm pretty lucky because I 
know what goes on.  
Like Keith, Andrea and Gary both told me that they felt that the logistical challenges of 
mounting the Dawn Service at Anzac Cove were not met.  Andrea said: 
I think there were about ten thousand people there that morning in a cemetery, in an area 
that ... they were used to having about six hundred in, so there were people all over the 
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beach and jam packed in the actual cemetery area and then from where we were there were 
police just up behind us; there were some extremely drunk Australians who had been there 
all night with their booze and things. Just the other side and they were singing Waltzing 
Matilda ... we kind of got into that a little bit whilst we were waiting but, we were so far 
removed;  we were up the top of the cemetery and all the dignitaries and all the vets 
[veterans] were right down the very bottom and apart from the fact we couldn't see them, or 
really hear them, we just really didn't feel a part of it and so, behind us as I say, we were 
standing there playing and, all of a sudden, half way through the service, these police sirens 
went off and people were running around saying 'What are we doing, where are we going?' 
We did two more services that particular day.  We did the dawn one then we jumped straight 
on the bus and went down to Cape Hellas and we did The International Service there.  Now 
that was probably the most physically demanding of all three of them because we just had to 
stand there for so long and they had all these speeches going on and ... there must have been 
seven speeches, none of which would have lasted any less than ten minutes each and ... it 
was all in ... foreign languages 
Andrea remembers the challenge of standing in military band formation while what seemed 
an interminable procession of officials made speeches in their own languages.  Following 
the International Ceremony  
... we went down to the cemetery at Lone Pine and that was I think the most moving part of 
the whole day.  It certainly was for me;  it was just really very moving.  We were right up 
near the Honour Roll and the vets were virtually from me to you away and that was really 
just very moving, so, at that particular service there were thousands and thousands of young 
Australian backpackers who had especially made the journey and that was really nice too I 
guess.  Because we were a lot closer to the vets we could see their emotional reaction to 
what was going on and I guess that triggered ours off. 
 
'The music had real significance'  
At the Dawn Service the Australian Army Band stood about fifty metres from the official 
dais, on a hill.  The Officer Commanding/Musical Director took visual cues from an official 
on the dais.  Gary explained some of the difficulties encountered.  Proceedings began badly:  
The unfortunate thing is that the PA [public address] system that was being utilised [when] 
the first couple of words were spoken ceased to operate ... and then we couldn't hear 
anything that was being said at all. 
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As Gary told me about the performances he referred to the printed running sheet.   
 
[Appendix Item 14: The music running sheet used by the Australian Army Band on 
Anzac Day 1990 for the memorial service for the 75th Anniversary commemoration of 
the military landings at Gallipoli] 
 
From his position as a drummer in the band Gary saw events thus: 
The drum roll was simply to draw people's attention that something was going to happen.  
There was a drummer ... from the Melbourne Army Band ... who was waiting down at the 
dais for the word when they wanted the actual ceremony to begin.  And he just simply stood 
up on the dais, did a drum roll to get everyone's attention down at the dais ... The ceremony 
didn't start until after the drum roll, so it was just after the drum roll that the first words were 
spoken ... 
[Keith] actually stood on part of the memorial playing The Last Post, which went very well.  
He played extremely well especially considering the cold.  It was a very cold morning ...   
During the service the band accompanied the congregational singing of hymns and the 
Australian and British national anthems.  Following the service the band played popular 
songs associated with the original Gallipoli campaign.  He commented 
The music [we played was that which] you play day-to-day as part of the [military] job ... 
however, I think the music had real significance [on this occasion] ... as if it were written 
actually for this job.  You played to the best of your ability and everything was being played 
for a reason, it wasn't just a program picked at random for putting-a-program-together's-
sake.  It was actually music that was written or used in connection with this sort of 
ceremony. 
Typically, when Australian soldier-musicians participate in overseas tours, they bring back 
accounts of their military band counterparts from other countries.  These bands, and their 
music, uniforms and traditions capture the soldier-musicians' interest.  Gary told me of a 
French drum and bugle band, a British Marines' band, and a Turkish Army Band.   
[The Turkish army band] was a very large band.  I didn't actually count the numbers.  I'd say 
it would be seventy strong, seventy-five strong as an estimate.  It may not be that strong but 
it would be close to it.  They even have bassoons on the march which I've not seen before.  
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Yes they certainly made an impression on me.  All of their bandsmen I think they were 
Second Lieutenants; they were all officers. 
Gary was especially interested in the Turkish band because the musicians played historical 
instruments and wore historical costumes: 
Yes, old costumes [and instruments].  Always following some rituals where the actual band 
leader - if you like - he had like a huge Jingling Johnny [a Turkish Crescent] that had bells 
hanging off it, and he'd sort of conduct the band with that and bang it on the ground giving 
the beat.  It all fitted in as I say, the rhythms were quite spunky, what we'd class now as 
great sort of spunky-type rhythms that they did centuries ago. 
The aged veterans of the Gallipoli landing were a key element in the Australian visit group.  
They were regarded as a living conduit to past events, events which have acquired a 
cosmological significance to many Australians.  By 1990 there were only about three 
hundred surviving Australian Gallipoli veterans.  The 57 who travelled to Gallipoli 
represented a final opportunity for such a return visit.  Gary remembers playing the music 
for Mr John Cleary's 103rd birthday party: 
[The party] was held actually where the veterans were staying ... a motel-come-hotel.  They 
were certainly looked after well.  The band went there and waited a few hours 'till ... 7 
o'clock.  He celebrated his birthday and cut his cake.  Mr Cleary was his name, Mr Cleary ... 
it was terrific.  That was for me one of the highlights, if not the highlight really. 
[It was a highlight of the tour] mainly because the spirit of the things, I think.  We got 
through the solemn part of the day ... where we reflected on all the lives that were lost and 
the tragedy or what not, and then we were able to celebrate with one of the chaps that was 
there who survived and ... got to such an age. 
They were certainly in high spirits, and we played some of the songs that [they knew as] 
young fellows.  A lot of them I'd never heard of before; 'Boys of the Old Brigade', 'The 
Dardanelles' ... [the veterans] weren't sort of confined to wheelchairs or anything; they were 
a really lively bunch.  A few of them got up and conducted the band.  It was terrific ... most 
enjoyable. 
In his summary of his account of the tour, Gary is ambivalent about the role of music in the 
ceremonies; this ambivalence is in fact an indication of the contextual dependency of 
military music.  While music may seem to be incidental, it is critically important to the 
success of the ceremony.  And its meaning is especially dependent on the physical setting, 
and a complex context of personal and national values and experience.  Gary concludes: 
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Yes.  The nature of this particular job, I wouldn't call it really a musical event as such, [like] 
musicians going to concerts or whatever, or a tour through Europe or that sort of thing. 
Where in fact in this job it was all mainly ceremony and speeches and reflections on the 
past, whereby the musical significance of the job was very small in that we were mainly 
there to provide backing music for the hymns ... and a little bit of pre- and post-service 
music as people arrived and [left].  So the musical significance - as great as it was - [and] a 
necessity, it certainly wasn't the 'be all and end all' of this trip.  I've probably said the wrong 
thing there but it was a necessity, though our part was very small in it ... 
 
Reflections: the soldier-musicians in collective action 
Soldier-musicians' world views are constructed in social contexts characterised on the one 
hand by close interaction between the band members themselves, and on the other in a 
dialectic with broader cultural forces.  In this chapter I have recounted soldier-musicians' 
tales and my own stories of the soldier-musicians at work in a number of contrasting 
contexts to reflect on the questions: What is it the nature of this collective action?  How does 
the collective character of the tasks vary from setting to setting?  What aspects of the tasks 
and the setting affect the collective nature of their work?  How does this collective action 
affect the soldier-musicians' world views?  Here in this concluding section I offer some 
reflections on these questions.  To do so I have drawn the concept of collective action from 
the work of Becker (1982) which develops the premise that all art production involves a 
number of people and that this production depends on a division of labour (p. 14).  It 
requires elaborate cooperation among specialised personnel.  These people do not have to 
discover things afresh, they rely on the discoveries and established practices of others.  It is 
these established conventions which make the production of art works possible (pp. 29-30).  
Becker develops his concept by exploring the roles of the many people involved in the 
production of various kinds of art works.   
My discussion now turns to some reflections on the stories and tales presented in this 
chapter. 
 
Reflection: 'Making a recording' 
Performing musicians leave behind very little of their work; music its by nature a temporal 
activity.  The sound is made, it lasts but an instant and resides in the memory or is lost.  
Audiences may respond enthusiastically, but their applause too is ephemeral.  Making a 
recording redresses this ephemerality; the sound is embedded in the plastic for a possibly 
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infinite number of future replays.  The performance has the potential to be heard by a wider 
audience; wider in both time and place.  It has too the potential to be part of the audience's 
personal possessions, just as paintings, sculptures and films can be owned and viewed 
repeatedly.  There is a sense of the immortal in the physical being of the CD and this sense 
offers the prospect of a de facto immortality to the musicians.  The recording is a legacy of 
the musician's work which remains for distribution across an ever-changing network of 
listeners, after the fleeting moment of the performance.   
I was struck by the single-minded dedication of the soldier-musicians to the task of 
preparing for and making the recording, especially as recording is a demanding and taxing 
task.  It is demanding because the musicians, acutely conscious of the permanency that it 
imparts to their work, strive to achieve their best.  Their pursuit of their best, and the 
knowledge that imperfections in the course of recording will necessitate the tedium of a 
retake, or remain for posterity, promotes individual and collective dedication to technical 
accuracy and to artistic sensitivity and expression.   
There is a strong sense of collegial effort evident in my story of making a recording.  The 
paragraphs about the rehearsal of Glen's arrangement of Slammin' are an example.  The 
soldier-musicians found this piece difficult to play and physically and mentally testing, yet 
they were keen to help Glen to work through his composition to detect and eliminate errors.  
They had an investment in recording a first-class performance, and they recognised Glen's 
burgeoning skill as an arranger.   
The story of Nola's solo is a fine illustration of the soldier-musicians' collective pursuit of a 
work task.  Here they worked in a mode which transcended individual personal interests 
towards the achievement of a fine collective product.  Individual and communal interests 
become synonymous in ensemble music making at its best.  The individual strives for 
competence and then employs this individual competence to serve the ensemble. 
A number of the soldier-musicians had told me that Nola's entry into the band had been a 
difficult one; one which caused some resentment among her colleagues.  Captain Ian told me 
that Nola's arrival had precipitated a degree of trauma in the band, but now Nola had 'settled 
down' to become a valued band member.  Some attributed this difficulty to the fact that she 
was only the second female to join the band.  I observed her as personable, strong willed and 
perhaps headstrong.  She was unusually talented; very competent as a trombonist and 
arranger especially.  The soldier-musicians may have had some justification in feeling that 
they owed Nola very little, but in fact their support for her in recording 'You Are So 
Beautiful to Me' seemed total.  Her colleagues had discussed her's and the band's 
performance on the replay and had been willing to play several takes, just as Nola herself 
was prepared to re-record.  I also felt this commitment; I wanted to be part of the 
  191 
performance and I wanted Nola to have the best possible accompaniment from me and from 
the others.  The incipient acrimony in the trombone section was not evident during the 
recording period.  Collective action, in the pursuit of technical and artistic excellence in the 
recording task, rendered insignificant the petty conflicts of rank.  
 
Reflection: 'An overnight tour to Hay' 
The overnight tour to Hay tested the band's extra-musical preparation more than it tested its 
music making.  Here forward planning was regarded by the soldier-musicians to be critically 
important; while they can cope with less-than-perfect musical preparation, shortcomings in 
extra-musical preparation are difficult to rectify away from home.  Although effort had been 
devoted to the planning of extra-musical preparation, the incident of the missing banner box 
illustrates the tension created by logistical mistakes.   
My story tells too of the need for the personal preparation of the people themselves who will 
engage in the collective activity of soldier-musicians' work.  Relationships were tested when 
the Duty Sergeant was tempted to drive to the concert venue without the latecomers.  The 
BSM, a more experienced officer, one skilled in the exercise of authority and one charged 
with the general management of the band, had to simply overrule the sergeant.  The efforts 
of the sergeant to coax Dean into heavy drinking and the macho playfulness of the sergeants 
with their scatological name-calling are manifestations of the pressures of touring.   They 
are both symptoms, and causes, of social stress.  While Craddock's action was a matter of 
professional judgement, his account of his role in determining Rachel's role in the band is 
further evidence of the power of sergeants over others.  Sergeants do the dirty work which 
commissioned officers prefer to delegate.  At the same time they are meant to set examples 
of soldiering qualities to musicians and junior NCOs.  Their rank brings with it an onerous 
responsibility.   
The intersecting planes of rank, friendship, enmity, musical skill and personality create a 
delicately balanced ambience of collective action.  When any of the elements of this social 
ecology change, its balance is disturbed.  The overnight trip to Hay disturbed this balance, 
but the soldier-musicians seemed resilient enough in the face of the disturbance.   
My Hay story shows the band at work in a wider context of collective action.  There is a 
dialectic between generations of music makers; the school children, the soldier-musicians, 
the old E flat tuba player.  There is dialectic of ideology too; the soldier-musicians, the 
teachers, the children and the evening audience at the Club.  In Bob Catania's conversation 
about famous trumpeters there are indications of a broader, international community too, 
and of the dynamic nature of musical contexts: John Fadis was a newly famous, particularly 
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skilled young trumpet pyrotechnician.  Bob knew of Dizzy Gillespie and Maynard Ferguson 
as players of the past, with seemingly scant contemporary relevance.  Andrew Ryder's story 
illuminated links with the international military band community.  These international 
communities of musicians are important collectives within which the soldier-musicians find 
an identity.  Musicians of international standard; innovators, models, and heroes setting new 
and higher technical and artistic standards, are important figures in wider contexts of 
collective action within which the soldier-musicians' world views are formed. 
 
Reflection: 'A lot of satisfaction in that' 
On the Batlow trip the soldier-musicians travelled together, experienced the rewards of 
making band music, experienced working with guest artists, enjoyed the warm response of 
the small audience, handled the extra-musical chores, and experienced the hospitality of the 
local hosts together.  The change in attitude of the soldier-musicians was attributable to the 
collective experience of the concert; Darren told me that he liked the Batlow concert a great 
deal because the audience, small though it was, appreciated the band's music making.  He 
compared this with the March Out Parade where:  
... all of those people have come to see the recruits march out.  They haven't come to see the 
band.  We're only there as the support, just to give them something to march to.  So it isn't 
that they've come along to see us - they've come along to see their sons and boyfriends and 
all that march out.   
At Batlow the audience sat close to the band, and listened to the program. 
Captain Ian told me that 'There weren't many people ... But there was a lot of satisfaction in 
that ... because of the type of audience that was there'.  He said that, for him, small audience 
numbers were not in themselves disappointing; audience engagement with the concert was 
most important, 'To see the audience enjoy it so much; that's what makes a good job'.  Thus, 
collective experience is a powerful motivation, especially when there is interaction with the 
audience.  Oddly, while the March Out Parade attracts a bigger audience than the Batlow 
concert it ranks low in the soldier-musicians' ranking of performances.  The soldier-
musicians' experience in the March Out Parade is explored in chapter 10 where I describe 
the complex array of elements in military ceremony which determine the quality of the 
soldier-musicians' experience.  However, it is important to note here that the low ranking of 
March Out Parade by the soldier-musicians is due in part to the physical distance between 
the band and its audience and the consequent difficulty in interacting with them.  Audience 
is an important part of the 'collective' in which collective action takes place.  At Batlow the 
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collective experience was rewarding for the soldier-musicians and, evidently, from their 
response, so too for the audience. 
 
Reflection: The Gallipoli tour 
The Gallipoli tour evidences the kinds of collective action I have identified in the other tales 
and stories in this chapter, but the vicissitudes of the contexts of time, place and profound 
national meaning add dimensions of scale and historical time.  The data I've presented 
illustrate how soldier-musicians world views are forged in contexts of collective action in 
larger scale events. 
The soldier-musicians' stories of the Gallipoli tour are reminiscent of combat soldiers' 
stories of hardship in time of war.  How the soldier-musicians made the trek to the distant 
and inhospitable place, and how they faced the difficulties of performing at an uninviting 
time and location, are congruent with the war stories repeated each year in the media and in 
commemorative occasions in Australian cities and towns.  Like the soldiers whose stories 
appeared in the media during Anzac week, Andrea, Gary and Keith talk of links across a 
network of past and present contexts, with quasi-heroic efforts to conquer the terrain, 
military living conditions, personal adversity and unsympathetic officers.  There is too, a 
commitment to the traditional soldierly values of patriotism, efficiency and responsibility. 
 
 
Summary 
In locations away from home, just as in any military operation, the supply lines of the band 
are tested.  Without the assistance of non-musical staff, all extra-musical tasks - as well as 
the musical ones - fall to the band members; extended tours thus call for energy and time to 
be given to the maintenance of the supply lines and to the management of equipment and 
personnel.  The Kapooka Band has the qualities of self reliance and self containment which 
Finnegan (1989) listed as characteristic of community bands (p. 273).  In Finnegan's study 
of music makers in Milton Keynes, community band concerts are often organised with 
assistance from charity workers, thus providing the musicians with a venue, organisation 
and audience (pp. 288-292).   Similar assistance is often offered to the Kapooka Band. 
Tours to Batlow and Hay tested logistical organisation and at Hay the stresses of social 
relationships were thrown into relief as people coped with the exigencies of being away 
from home, and working together for an extended time in unfamiliar and often 
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uncomfortable circumstances.  Gary's observation that the 'bandies' and the other personnel 
who travelled and worked together on the Gallipoli tour did so in harmony in the face of the 
difficulties that he and Keith describe, he explains, was due to the careful selection of 
personnel.  The historical significance and the quasi-sacred nature of the site of the Anzac 
Day Anniversary ceremonies provided special contexts; contexts in which military 
personnel would wish to make their work their central concern.  Just as the soldier-
musicians transcended the petty irritants of the rank system as they made the CD, so too did 
the military and civilian personnel who went to Gallipoli transcend the difficulties of time 
and place. 
In the end, all music making is connected to all other music making, yet all music cultures 
have their own particular identity.  The network of connections is infinitely complex and 
thus we cannot take account of every aspect of them.  I can however identify the interactions 
described in my stories and the soldier-musicians' tales and ask readers to savour the 
complex textures of the soldier-musicians' culture; by extension they might similarly ponder 
the richness of the complex dimensions of collective action in other fields of music making.   
At West Wyalong historical links were evident between the memory of Australians in the 
Vietnam War and the presence of veterans and civilians of all ages.  There was the early 
twentieth century British march, The Army of the Nile, named for battlefields in another 
place in another time, and the traditional bugle calls.  In the recording studio Herold's 
Zampa Overture, a favourite of military bands for over a century, sat on the music stands 
beside contemporary rock pieces like Slammin'.  At Hay the traditions of community music 
making met in the context of the tradition's most prevalent contemporary manifestations; the 
school band.  Conversations about jazz music showed the dynamism of music history as 
manifested in the lives of those with whom I spoke and, indeed, my own life.  The 
participation of the Turkish Army in the 75th Anniversary of Australia's most sacred day, 
whose decisive defeat of soldiers of the 1st Australian Infantry Forces on the Turks' own 
soil, created white Australia's most sacred site, sees the soldier-musicians at work in the 
context of an historical enigma which speaks to the very nature of humanity. 
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CHAPTER 10 
MUSIC AND MEANING IN MILITARY CEREMONY 
 
Introduction 
Ceremonial work is the Kapooka Band's raison d'etre.  Standing Orders (1988) is 
unequivocal; the band's primary roles  are 
1) to meet the ceremonial and training requirements of the Service;  
2) to stimulate and maintain morale and espírit de corps (sic) within the service; 
3) to meet Royal and Vice Regal ceremonial requirements; and 
4) to meet commonwealth government ceremonial requirements. (p. ii) 
Further, one of the band's secondary roles, is; 'to meet State and Territory Government 
ceremonial requirements'. (p. ii) 
The attentive observer has, however, no need to consult Standing Orders on this matter: the 
band is engaged in a continuing program of ceremonial performance.  I calculated that the 
band spends more that half of its time rehearsing for and performing in military or 
government ceremony.  Soldier-musicians are in essence professional ritual celebrants.  
They provide a strong symbolic focus with their crisp movement, colourful appearance, 
splendid accroutrements and unequivocally ideological music.  They themselves are quick to 
refer to their central significance in military ceremony and, conversely, the central role of 
military ceremony in their lives.  My observation of audience responses suggests that they 
too acknowledge the important ceremonial role of the band.  Music making as military work 
(one of the themes identified in chapter 6) means predominantly, music in military 
ceremony.  Here the soldier-musician dichotomy is thrown into sharp relief because it is 
here that the military musician can be most truly soldier and musician. 
The soldier-musicians generally see themselves as musicians who work for the army, while 
acknowledging that the army employs them as soldiers who play music.  Corporal Shaun 
Gallagher explained that 'Parades are our bread and butter work'.  After they have met their 
ceremonial commitment the soldier-musicians look forward to preparing and playing for 
schools and public concerts, performances which, ironically, rank lowest in the Standing 
Order's list of secondary roles.  The weekly March Out parade is the band's main 
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commitment, but there is a steady stream of other ceremonies too; we saw this for instance 
at West Wyalong when the band led the Vietnam Veteran's Day Parade.   
In this present chapter I seek to understand the nature of the experience of the soldier-
musicians in military ceremony, and the role of this experience in the construction of their 
world views.  To achieve this understanding I draw on the literature of ritual and my 
fieldnotes and interview transcripts.  This chapter's components are;  
• a review of the pertinent literature of ritual; 
• an account of The ritual form of the March Out parade;  
• My story of my observations and experiences in military ceremony; 
• Soldiers' Tales  about their ceremonial work;  
• my own Reflections  on these stories; and  
• comparisons of aspects of military ceremony at Kapooka with particularly evocative 
accounts of military ceremony from other historical periods.   
It seems appropriate to briefly revisit the nature of my own experience in military ceremony 
in order to illustrate the complex, often subtle, multi-layered, pluralistic and essentially 
elusive nature of cultural experience before I review the experience of the soldier-musicians, 
and the wider contexts with which the experience is in dialogue.   
 
Background: my own experience in military ceremony 
There is no better illustration of the elusiveness of other people's experience than is an 
attempt to explicate one's own.  I am able to communicate my understanding of the effect of 
my engagement with military ceremony only to the depth which I can recount in illustrative 
and reflective discourse.  To know, and to communicate the experience of the 'other', is an 
even more elusive quest.  Moore & Myerhoff (1977) understate the problem: 
However refined our field techniques may eventually become, analyses of ritual can never 
be exhaustive and definitive because participants themselves cannot explain some of the 
effects of ritual upon them. (p. 13) 
As a person of ordinary human sensitivity and as an Australian patriot I have been moved by 
the sentiment of military ceremony.  As a musician in community bands I have felt the 
discomfort of marching while playing, the inconvenience of regular rehearsals, the vagaries 
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of the weather, and the sometimes thoughtless behaviour of small children and other 
spectators who love to get too close to a marching band.  As a scholar steeped in the values 
of a liberal humanitarian tradition, I abhor the human proclivity for military violence.  I try 
to understand humankind's ongoing engagement in war, and the ethical conundrums inherent 
when music and ceremony are appropriated by authoritarian agents of aggression.  I try to 
understand my plurality of responses, my 'multiple realities' (Berger & Luckmann 1971).  
From this experiential foundation I seek to understand the responses of the soldier-musicians 
in particular and the society in general. 
 
The literature of ritual 
The literature of ritual mirrors the positivist/interpretive research paradigm debate discussed 
in chapter 5, a debate which is of particular interest as we consider ritual in the army.  The 
positivistic or structuralist scholars (d'Aquili, Laughlin & McManus 1979; Burns & 
Laughlin 1979, and Murphy 1979, for example) take as their focus the forms, rather than the 
human experience of the participants in ritual; they describe how the ritual functions.  On 
the other hand, scholars in the interpretive stream take as their focus the experience of the 
ritual participants.   
Grimes (1995) sets out to delineate a new discipline in the social sciences, a discipline 
which draws on scholarly work on ritual from across the social sciences to form a discipline 
he calls ritology, a development which grows, he says, in response to the increasing 
academic interest in the study of ritual.  Chapter 3 of Grimes' book Beginnings in Ritual 
Studies is particularly relevant to my study because it provides insights into how scholarly 
examinations of ritual might proceed and because in it Grimes identifies six 'modes of ritual 
sensibility' or, more simply, six classifications of types of ritual behaviour.  These are 
ritualisation, decorum, ceremony, liturgy, magic and celebration.  Military parades are 
clearly ceremonies according to Grimes' framework, which lists characteristics of 
ceremonies as intentionality, legal, tribal or racial import, the wearing of insignia, and 
manifestations of competitiveness or conflict.  Grimes' concept of ceremony is entirely 
congruent with the military ceremonies I have observed, where: 
Ceremony invites the participant to surrender idiosyncrasies and independence to some 
larger cause, for which one is willing to fight, die, or pay homage ... ceremony has 
imperative force; it symbolizes respect for the offices, histories, and causes that are 
condensed into its gestures, objects and actions ... ceremonious protagonists are so certain, 
and yet defensive, of their ideological territory that they dramatize their own victorious 
heroism ... [there is] solemnly pious, political overstatement ... The 'other side' is 
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caricatured, since ceremony both expresses and creates 'our' solidarity as opposed to 
'theirs'... in ceremony the actions often symbolize power itself ... (pp. 47-48) 
Tambiah (1985) characterises ritual as 'performative acts'.  These acts are of two kinds, 
regulative and constitutive; regulative ritual is pre-existent activity, like eating for instance, 
while constitutive ritual is ritual which governs activities which depend on its rules, such as 
games, weddings and baptisms (pp. 134-135).  Soldiers adhere to forms of regulative ritual 
which govern their everyday behaviour, behaviour which I have called (in chapter 8) army 
formality.  They also participate in ceremonial performance work, their main work tasks, 
which are in the arena of Tambiah's constitutive ritual.   
The work of anthropologist Bruce Kapferer is particularly relevant to my study because it 
pursues an interpretive perspective which facilitates our understanding of ritual from the 
point-of-view of the participants, rather than from just that of the scholar.  A recurring 
theme in Kapferer's work is the need to search beyond the study of the form of ritual if the 
experience of participants is to be understood.  Kapferer stresses the importance of an 
analysis of the actual performance, rather than just the form of the ritual (see, for example 
Kapferer 1979/84d, p. 4 and Kapferer 1979/84c, pp. 109-110).  In this present chapter there 
is a constant tension between my quest to understand the participants' experience and the 
necessity to use what Nattiez (1990) called one's own 'cultural tools,' (p. 61) to achieve this 
understanding. 
Kapferer (1979/84d) calls for further study of two important aspects of ritual which, he says, 
anthropologists tend to ignore in their analyses of ritual.  These are firstly the arrangement 
of space and the elements within it (the participants for example), the categories and roles of 
the audience, and the interaction between the audience and the other participants, and 
secondly a study of the medium in which symbolic action is carried out.  Music, dance, 
song, gesture, posture of actors, verbal idioms, and drama are elements to which 
anthropologists too often give insufficient attention (1979/84d, pp. 7-8 and 1979/84c, p. 
129).  These elements and their changing relationships affect greatly the meaning of the 
ritual (1979/84c, p. 129).  Here Kapferer has identified elements of importance in the 
understanding of the experience of soldier-musicians in military ceremony.  Similarly, 
Tambiah (1985) says that despite Radcliffe-Brown's speculation about the nature of music 
and dance in the early 1960s they have still not been dealt with in a systematic way by 
anthropologists, in spite of a great deal of research into ritual.  My research addresses these 
categories to the extent that they enhance our understanding of the experience of the soldier-
musicians.   
Some rituals have the power to transform contexts outside the ritual, while others transform 
only those elements inside the ritual (Kapferer 1979/84c, p. 13).  Importantly, Baumann 
  199 
(1992) argues that ritual often accommodates 'others' such as invited guests, spectators, and 
passers-by (p. 110).  It tries to influence their perception of things, it tries to implicate them, 
to make participants of them.  Military ceremony is transparently ideological; my 
examination of the implications of military ceremony beyond the confines of the military 
will describe how it reinforces para-military values in the society.  In my study I categorise 
the audience as participants because the soldier-musicians attach much importance to the 
audiences' response in what is a dialectic of performance. 
Moore & Myerhoff (1977a), propose a five-point framework for the examination of ritual.  
Of these points, two pertain to the form, or observable manifestations of ritual behaviour, 
and refer to the more subtle, hidden or covert, effects of ritual - the lived experience of ritual 
- and one is concerned with the philosophical explanation of ritual behaviour.  Myerhoff's 
(1977) study of a Jewish secular ritual is set in this framework.    
Kapferer (1979/84c) argues for the development of a methodological and theoretical 
approach to the analysis of ritual which allows both an examination of ritual as performance, 
and the development of an understanding of how meaning is conveyed to participants (p. 
148).  Later, Kapferer (1986), summarises his position.  He writes that 'In my usage 
"performance" constitutes a unity of texts and enactment, neither being reducible to the 
other' (p. 192).  In my own work I have become aware of the dichotomy between meanings 
which are private, specific, and particular to the participants here and now, and public 
meanings, meanings which are general to the cultural context in which the ritual is located, 
and beyond it.  I have become aware too of the veracity of the social science axiom that 
participants construct individual meanings from their participation in the same events.  My 
research shows that this is true of the soldier-musicians; their experience of ritual varies 
from event to event and from individual to individual.  Nevertheless, as Hargreaves (in 
Roberts 1991b) says '... when we consider the culture (or ideology) of a group we are mainly 
concerned with the fact that groups have values, beliefs and norms.  The focus is on the 
homogeneity of the members; we are stressing what they share in common.  A group's 
values are the over-all guides to group behaviour, for it is the values which express what the 
members regard as good, ideal and desirable' (Hargreaves' emphasis, p. 13).   
It is time now to use this framework as a tool for the examination of the Kapooka Band at 
work in military ceremony; the weekly March Out parade and its rehearsals will be my main 
example. 
 
The Kapooka Band at work 
My story: The lone drummer 
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I regretted that as a civilian visitor I could not participate in the Parade.  The 'March Out' is a 
colourful display of pomp and circumstance which befits the importance of the occasion; the 
graduation of a batch of recruits from their Basic Training Course.  I was struck by the 
splendour of the military in full ceremonial flight in this hour-and-a-quarter-long celebration 
which I watched on most Monday mornings during my field experience and several times 
since.  In particular I recall the first time I saw the March On of the Govenor-General's 
Banner.  This prelude to the ceremony seemed indelibly memorable because it is enacted by 
only four participants on the large, otherwise empty parade ground.  Three soldiers about 
two paces apart march onto the ground in single file to the rhythmic sequences of a solitary 
drummer from the Kapooka Band following several metres behind.  The middle soldier 
carries the Govenor-General's Banner.  The group enters the parade ground from the side 
opposite the audience of visiting friends and relatives of the graduating recruits.  The Banner 
Party marches towards us, but down the left side of the ground and, on the shouted 
commands of one of them, it draws to a halt, and turns right.  On another command the 
drummer, in white tunic and pith helmet, black trousers and shoes, does an 'about turn' and 
marches off the field to his own drumming.  These four individuals, moving mostly in 
unison, but with some specific individual gestures, perform a precisely choreographed set of 
drill movements as they carry the Parade's symbolic centrepiece to its position.  I learnt later 
of the symbolic importance of the Govenor-General's Banner.  Sergeant Allan Kirkman told 
me that it had its origins as a battlefield rallying point.  At Kapooka the Banner is kept in the 
Officer's Quarters and is marched down to the parade ground or to other locations, always 
under guard whenever it leaves the Officers' Quarters.  'We even had to stand when the 
Banner was brought down as a prop for our unit photo,' Allan told me.  The Banner, he said, 
was the sole remaining symbolic object with this degree of gravity in the army.  The Banner 
seems to be afforded the status of a sacred object.  The parade ground is given a status akin 
to a consecrated religious space; civilians are normally forbidden to stand on it.  The Banner 
Party was placing the sacred object in its sacred place on the sacred site.  Their action served 
to mark the beginning of a special period of time, on a special place, in which special 
individuals would participate in a special event. 
On the following Friday morning at 'brew break', I congratulated the drummer on his fine 
performance; I had been genuinely impressed by the spectacle of a single soldier-musician 
making this solo display at the beginning of such a spectacular and impressive ceremony.  
His reply surprised me; he gave a quizzical look and said 'Did I do the March On this week?'  
On reflection, he agreed that, yes, he had done the March On, but then, he seemed to imply, 
'so what?'  He often did this duty.   
I had intended to ask him about his feelings about participating in this colourful and 
dramatic, public display of his work, but I didn't; he had given me enough to ponder on.  
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How, I wondered, could one be so detached from the meaning of such a special and 
spectacular occasion?  This question leads to others: What is the experience of the soldier 
musicians as they participate in the March Out parade?  What is their experience in other 
military ceremonies?  How typical is John's experience?  How does the experience of the 
participants match their observable behaviour? 
Accounts from my fieldnotes of the March Out parade and the Beating of the Retreat 
address these questions. 
 
My story: The March Out parade 
I was looking forward to seeing my first March Out.  The Parade is the celebration of the 
recruits' success in the Basic Training Course.  Twelve weeks earlier these young men and 
women had joined the army; some perhaps to seek adventure, some to escape unemployment 
and others intending to pursue a career as soldiers.  These recruits had now successfully 
completed their course with the First Recruit Battalion and on this Monday morning at 
'eleven hundred hours' they would parade in front of the official party of senior army 
officers, and perhaps three hundred visiting relatives and friends.  For the participants it is a 
demonstration of skills learnt during their course; it is a bravura display of military drill in 
the name of esprit de corps. 
On the day I first watched the March Out we had spent half an hour on individual practice 
from eight o'clock, and had 'sat in' for a full rehearsal from eight thirty to nine forty five.  A 
break was called to allow for a 'brew' and preparation for the parade.  I put my instrument in 
its case and joined the soldier-musicians as they milled around, some smoking cigarettes, 
some drinking coffee, others preparing and eating hot snacks.  Some chatted in the corridors, 
some lounged in the kitchen and others sat in the courtyard.  I could hear some players 
warming up or practicing in the studios.  Some began ironing their red and black Number 1 
Ceremonial Uniforms, others prepared their instruments, and the little 'march cards' which 
they fitted, in performance order, into the lyres on their instruments.  Others dressed and 
groomed themselves for the parade.  Some seemed to me to exhibit a kind of cynical 
disassociation from the parade by leaving their preparation until the last minute.  Eventually 
the word passed around that it was time to go, so the players hurried from the Band Centre 
onto the roadway ready for the official 'fall in' order.  I walked around the perimeter of the 
parade ground to the shelter on the Eastern side and took up my place among the visitors, 
with their cushions, knee blankets and cameras.  
At about ten to eleven a female officer introduced herself on the public address system, 
welcomed visitors to the parade, asked us to refrain from walking on the parade ground, and 
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informed us that it is customary for visitors to stand whenever the Govenor-General's 
Banner passes in front of them.  At eleven o'clock she announced that the Governor-
General's Banner would now be 'marched on' and that we should all stand.  Immediately 
after the announcement, the banner party and John, the solitary drummer, made the entry I 
described earlier. 
 
Reflection: form versus experience       
Early in my fieldwork I became aware of a sharp dichotomy between the intended meaning 
of military ceremony, and the lived experience of the ceremony by members of the band.  
Especially in these early days I felt a kind of awe in the presence of military people dressed 
in military uniforms, carrying themselves in a military style, using a military mode of 
speech, and engaged in military ceremony, all in the context of the physical setting of the 
military area.  My awe was tempered only by the knowledge that these events are the 
product of human design.  Contemplation of my own feelings of awe at the nature of the 
military world, juxtaposed with my rational understanding of its humanly constructed 
nature, began to generate a sense of cynicism in me about military formality and ceremony, 
a cynicism I've noticed to be common among soldiers themselves.  This cynicism, and its 
co-existent readiness to obey rules when the obeying of rules will achieve a worthwhile 
objective, has been seen by some as a uniquely Australian characteristic (Ross 1985, p. 5).  
Horne (cited by Ross 1985) puts it this way: 
Australians have for long both understood the inadequacies of action and at the same time 
enjoyed action.  They know how to be heroes without a cause, to suffer ordeal sardonically, 
to accept rules in which they do not finally believe.  [The Australian] is both a sardonic 
observer and cheerful participant. (p. 20) 
Although the experience of soldier-musicians is our central concern, it will be necessary to 
outline the form of the March Out and give a description of some of its elements to enable 
us to develop a concept of the parade.  I will examine too a rehearsal of the ceremony 
because in rehearsals the behaviour of soldier-musicians is more transparent than it is in the 
ceremony itself.  A rehearsal with the 'full' band occurs on Thursday and Friday afternoons 
and with just a drum corps on Thursday morning.  Another special rehearsal with the drum 
corps only takes place on Monday mornings at seven o'clock.  The whole band is called for 
the early Monday morning rehearsal when there are visiting soldier-musicians from other 
Band Corps bands augmenting the Kapooka Band, if the parade is thought to be particularly 
important, or if the graduating recruits have not reached the required level of perfection in 
drill.  Every member of the band is required to take a turn in the Drum corps in order to 
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share this duty which is regarded as routine, repetitive, and not within the preferred area of 
expertise of the soldier-musicians.  A great deal of the band's time is spent either rehearsing 
for, or participating in military or para-military civilian ceremonies.  This frequent 
participation in military ritual generates a sense of what I will call 'ceremonial saturation', in 
the soldier-musicians. 
 
The ritual form of the March Out parade 
Rituals are difficult to describe without the assistance of an expert participant or a written or 
filmed account of them (Grimes 1995, p. 25).  Kapooka Band's Drum Major (Staff Sergeant 
John Franklin) helped me to compile table 3 (below) on the Ritual Form of the March Out 
parade.  I have distilled from my observations, John's account, and a video film, a broad 
outline of the Parade.  During my period of observation there was little change in the form 
of the Parade, though some detail was altered from week to week.  For example, some 
musical items may be substituted by others, and the variation in the number of graduating 
recruits affects the scale of the visual spectacle and the length of the ceremony. 
Within the larger sections of the ceremony are a number of symbolic military drills; the 
inspection of the recruits, the inspection of the band, present arms (with music), present 
arms (without music), slope arms (with music), slope arms (without music), various changes 
of formation, slow marching to quick march music, eyes right, a counter march from the 
band, and verbal commands.  There are visual symbols of army life: clean, well pressed 
uniforms, the slouch hats, insignia, weapons, the banner, the trophies.  Then there are the 
participants themselves; the officers, the recruits, and the band, with their correct posture 
and regulation haircuts; all are symbolic of the military ethos.   
The band's visual presence is very strong with the elements of colour, movement and music 
linked to each other, and to the activities of the other participants.  'People hear with their 
eyes,' is a remark made by more than one soldier-musician.   
 
 
Table 3: The Ritual Form of the March Out parade 
Markers Take Positions: the Company Sergeant-Major takes his own position and places markers on theirs.  
Music: drum sequences. 
March On: the band, and the platoons of recruits, march onto the parade ground and take up their positions.  
Music: Rose Glory. 
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March On of the Governor-General's Banner: a three-person banner party (an ensign and two banner escorts) 
carries the banner to its position.  Music: 'Waltzing Matilda' (as a march). 
Arrival of the Host Officer and the Reviewing Officer: the Host Officer and the Reviewing Officer (usually the 
Commandant of the 1st Recruit Training Battalion) arrive in separate staff cars each escorted by a pair of 
Military Police on white military motor cycles.  
Inspection of the Troops and the band: the official party inspects the Parade.  Music: Australian themes. 
March Past in Slow and Quick Time: a traditional custom in which the recruits demonstrate esprit de corp  in a 
display of fine team work.  Music: Cardiff Castle (a slow march) and Glorious Victory (a quick march). 
Advance in Review Order: a demonstration of respect for the reviewing officer. 
Presentation of Trophies: trophies for skill-at-arms, physical training, best soldier, and most improved recruit, 
are presented by civilian or military identities.   
The Address: the Reviewing Officer addresses the graduating recruits; he congratulates them on their 
achievement, reinforces the value of the work they will do as soldiers, and wishes them well. 
Departures of Reviewing Officer and Host Officer: these officers leave the ground in reverse order to that in 
which they arrived.  Music: Salute Banner Parade. 
March Off of the Banner: the banner party carries the Governor-General's banner from the parade ground.  
Music: Salute  - Point of War. 
The March Off: the recruits, who now officially hold the rank of private, and the band leave the parade 
ground.  Music: Army of the Nile  (March). 
From my seat in the audience I was able to observe the parade.  I was able to follow its 
form.  I had, however, little sense of the experience of the participants.  Even though I knew 
each soldier-musician, in this context they were like anonymous clockwork robots.  I will 
continue now my story with observations of a rehearsal for the parade, and some first-hand 
accounts from the soldier-musicians themselves to take us beyond observed behaviour into 
the realm of lived experience.  Similar accounts of the Beating of the Retreat ceremony will 
broaden the base of data on which I will reflect on their experience. 
 
My story: The March Out parade rehearsal 
It is just before ten o'clock on a cool, windy but sunny morning in Spring.  A heavy cloud 
hangs in the sky.  About twenty of the soldier-musicians have begun to gather on the 
roadway in front of the Shelton Band Centre.  They are dressed in their dun-coloured 'dp' 
uniforms and each holds an instrument.  To one side stands Corporal Peter Hill (this week's 
Duty NCO), clarinet in hand, and an appearance of mild alarm on his face.  Today Peter has 
been assigned the duty of commanding the band at its March Out rehearsal.  The task is new 
to him.  The soldier-musicians have about them a casual approach to a job they know well 
enough.  In a few minutes they will be taking orders from a Section Commander, a non-
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musician who is in charge of the March Out.  This is one of those mildly uncomfortable 
occasions when the soldier-musicians leave the Band Centre, and their world of music, to 
face the uncertainty of working with the soldiers of other units.  There is an air of 
resignation because the soldier-musicians don't really look forward to the company of the 
other troops and they professes to doubt the marching and drill knowledge and ability of the 
training officers. They know that they themselves are experts and are reluctant to trust the 
others. 
When they have gathered in three files Peter calls 'Band, quick march!'  Gary Poole, another 
Sergeant, calls to Peter 'Musician Coleman will be with us soon, he has to get his sticks'.  To 
my surprise, the band  heads not for the parade ground but for the cyclone wire-enclosed 
Engineer's Compound opposite the band Centre.  The wire fences are tall and we enter 
through large gates with tubular galvanised frames.  Inside the compound are several red 
brick workshops, some parked vehicles and knots of men dressed in boilersuits and other 
work clothes.  When the path through the compound becomes too narrow, Peter  gives the 
order 'Fall out!'  The soldier-musicians adopt a walking gait and move to sit on verandah 
ledges of the workshops, lean casually against the walls, or stand around and talk.  Several 
soldier-musicians light cigarettes.  We are out of sight of the parading recruits and their 
officers, waiting for the March Out rehearsal to begin.  Down the path from the compound, 
on the parade ground, we can hear the recruit training officers barking drill orders, but they 
are too far away for me to recognise their words.  I discover that the Engineer's Compound 
provides a convenient screen behind which the band can wait, form up, and make its entry to 
the parade ground.  It seems to me that the performance space of the parade ground is 
entered as if from the wings of a theatre stage; army ceremonial seems to have a nice sense 
of theatre. 
Eventually the platoons of recruits gather on the parade ground and are ready to march.  The 
band  re-forms, and the call to 'Attention!' given.  The soldier-musicians stand and wait for 
the next order; I feel impatient at the delay.  They relax and chat while retaining their 'dress', 
or band  formation.  On the appropriate order Musician Trevor - we are still concealed in the 
Engineer's Compound - plays the fanfare Fall In but doesn't really succeed; the playing is 
untidy and there are some wrong notes.  Trevor looks disappointed and embarrassed but the 
others giggle.  Sergeant Peter  makes a desultory call for quiet.  While we stand and wait 
Sergeant Steve McDonald talks to his colleagues in the front rank about pay scales, as he is 
soon to take his Level 6 military music examination and looks forward to the increased 
salary success will bring.  Eventually the Section-Commander - from his unseen position on 
the parade ground - gives the order 'March Off!' and both the band and the recruits step off.  
I admire the efficiency with which this sort of routine is carried out; the band is, seemingly, 
quite casual - 'it is only a rehearsal' - about matters, but on hearing the call 'March Off!' the 
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band begins to march to the Drum corps' familiar two threes as an introduction to a march 
tune.  During this eight-beat sequence, the soldier-musicians begin to march, grasp their 
instruments in a 'get ready' position, lift them to their playing position and inhale ready to 
play on the ninth beat. 
As the band moves down the path toward the parade ground to join the recruits, Peter  Hill, 
who has passed the clarinet to another player, and is now playing the clash cymbals, 
pretends to cut off the head of Dean, the side drummer.  Whether this is in humour alone, or 
because Dean has made some kind of error, I do not detect, but I continue to be fascinated 
by the odd tension between the routine, casual efficiency of the rehearsal, the slight air of 
apprehension about the performance, and the mild disdain for this 'bread and butter work' 
and for the section commanders. 
On the approach to the parade ground the band adjusts its spacing, which has been lost in 
moving over the surrounding rough terrain.  The band eventually moves into its normal, 
wide, 'double spacing' format.  The recruits - only four days before they will participate in 
the real March Out - march smartly into place to rehearse the various segments of the 
parade.  During this time the band plays the appropriate musical items, on the signal from 
the Drum Major's mace.  At a certain point the band Sergeant Major Keith Walker marches 
onto the ground with a baton in hand and takes up a position in front of the band and begins 
to conduct.  Once or twice during the rehearsal Walker moves down the ranks to instruct 
soldier-musicians on, apparently, aspects of general deportment, details of the stance in 
relation to the holding of the instrument, and as far as I can tell from my place on the lawn 
beside the parade ground, matters of attitude.  
I notice that the band sounds a little ragged today; there is an air of the routine about the 
music, an air of simply 'playing the notes'.  This impression seems consistent with all of their 
work this morning - the march from the Band Centre to the parade ground, via the waiting 
period in the Engineer's Compound, though with the usual display of order and efficiency.  
There is a spiritless feel about the job.  The attitude seems to be one of 'We've done this 
before and we'll get it right on the day'.  One soldier-musician described this perfunctory 
kind of performance a 'semi-military' way of doing things.  I understand that the often-
rehearsed nature of the drill routines together with the shouted commands, provides 
something of a guarantee against error and that only from my vantage point as an invited 
guest was I able to witness the disjuncture between the appearance of the ceremonial form 
and the experience of the soldier-musicians. 
I later sit with bass-trombonist Mark for lunch.  He asks whether I had noticed that the band 
was 'down'.  I ask him what he means.  'Oh, I don't know' he says, 'we just seem down.'  He 
explains that some of the more experienced soldier-musicians had set a bad example during 
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the rehearsal.  They, he said 'Had been "mucking around" on the parade ground'.  He made a 
rather detailed description of one member's behaviour; talking, giggling, and deliberately 
missing strokes on the bass drum in order to disrupt the familiar, simple rhythmic patterns.  
Mark expresses the opinion that older members of the band can perhaps behave like this on 
the rehearsal and still turn in a good performance 'on the day'.  Mark believes however, that 
it is unfortunate because younger members are not capable of doing this; they will be unable 
to perform well at the actual ceremony if they have not had the experience of a proper 
rehearsal.  Mark feels that the older people should set a good model of behaviour as an 
example to the younger members.  Mark's general mood of despondency, I felt, has its roots 
in other agendas as well.  He has been working hard to perfect his bass-trombone 
performance for his Level 6 practical examinations, he seems anxious to show me, the 
visitor, the army at its best, and the tension in the trombone section continued. 
 
Reflection: ceremonial saturation 
We can understand here the dilemma between making a real commitment to the rehearsal 
and the sense of futility felt in performing familiar routines which are regarded as of great 
importance by others.  Ceremonial saturation is at its most marked at the March Out 
rehearsals yet, paradoxically, the March Out is the band's main task, the reason for which 
the army retains it.  And the Kapooka Band is, for recruits and their visitors, a highlight of 
the March Out parade. 
I will return to the concept of ceremonial saturation later, but at this point we should note 
that it is not apparent in all ceremonial rehearsals, as my account of the annual Beating of 
the Retreat Ceremony and its preparations will show. 
 
 
 
The Beating of the Retreat 
Each year the 1st Recruit Battalion presents an outdoor, public enactment of a traditional 
ceremony called the Beating of the Retreat.  Following the ceremony the Kapooka Band 
presents a half-hour concert of music.  Several other bands may join the performance.  
Generally the soldier-musicians enjoy this ceremony much more than they do the March 
Out, as we shall see when I report my observations of the preparation for the 1989 
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ceremony.  I participated in the concert and in much of the preparation work for the 
ceremony, though of course, I was ineligible to participate in the ceremony itself.   
The ceremony had been widely publicised in Wagga and surrounding districts and the army 
had invested a great deal of its resources to it.  The Kapooka Band, the Royal Military 
College Band (the RMC Band) from Canberra, the Wagga and District Highland Pipe Band, 
the Pipes and Drums of the 2nd/17th Battalion of the Royal New South Wales Regiment 
(from Newcastle), and the numerous recruits and army personnel from Kapooka were all to 
participate.  The bands play in combination or alone.  The performance is meant to be a 
spectacular public entertainment of military ceremony and music. 
The Beating of the Retreat is a rather brief ceremony, so for this formal presentation it has 
been incorporated into a longer display of military marching, drill and music.  Many of the 
drills in the display are traditional movements with traditional music and in fact occur in 
numerous other ceremonies.  In the concert following the Beating of the Retreat the 
combined military bands performed Elgar's Pomp and Circumstance March, and a popular 
song called 'Wind Beneath My Wings', which had been arranged by a Band Corps Officer 
Lieutenant Peter Grant who was to become CO of the Kapooka Band in a year or two.  
Dean, the second trombone player, was the featured vocalist in this arrangement.  The 
Highland Bands joined us for a set of traditional Scottish melodies.  There was an 
arrangement of the theme from the Australian movie The Man From Snowy River.  A 
performance of Handel's Music for the Royal Fireworks, together with a fireworks display 
brought the concert to an end.   
 
My story: The Beating of the Retreat (background) 
A program had been printed and copies were handed to members of the public as they made 
their way from the car park to the lines of raked seats which had been set up along the edges 
of the parade ground.  Interestingly enough the stands were on the bitumen itself; civilians 
were now invited to walk on the ground to reach their seats.  It was as if the area had been 
deconsecrated for the evening.  The printed program explained that the Beating of the 
Retreat is a ceremony thought to have been handed down from the British Army from as 
long ago as the sixteenth century.  Two customs of warfare from that period are incorporated 
into the re-enactment.  The first custom is that of the fifes and drums marching on the 
ramparts to warn soldiers that evening guard duties would soon commence and to signal 
workers in the fields that they should return within the walls for the night.  The second 
custom was the playing of a hymn between the sounds of battlefield volleys to honour 
soldiers who had fallen during the day.  The program explains that the parade is a public 
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version of a ceremony conducted in most Australian Army Barracks each day; at five 
o'clock the Australian National flag and the unit flag are lowered and a bugler sounds the 
Retreat Call.  'By this time guards, piquets and duty personnel have mounted duty for the 
night,' the program explains. 
 
My story: The Beating of the Retreat (rehearsals) 
The week preceding the Beating of the Retreat was a busy one.  The combined military 
bands had to memorise about eight short marches and ceremonial pieces together with their 
marching routines.  These had to be synchronised with the music and marching of the two 
Scottish bands.   
It was clear from the beginning of the rehearsal for the Beating of the Retreat that the 
inclusion of the Scottish Pipe and Drum bands was a contentious issue for the Kapooka 
Band.  Captain Ian had mentioned the pipe bands with a hint of scorn a number of times.  
Eventually I asked 'you really don't seem to like the pipes do you?  Are they all that bad?'  
'Yes they are, mate,' he replied, 'They don't know how to march.  They are civilians.  They 
can only come on the Wednesday and Thursday evenings.  My people will spend the 
rehearsals going over stuff with them that we know backwards.  We'll spend time slogging 
around the parade ground.  I still maintain that we could do a better job with just us and the 
RMC Band'. 
The decision to include the Scottish music had been made, against Ian's advice, by the 
Commandant of the First Recruit Training Battalion.  One morning at rehearsal Ian said to 
the band 'Well, let's see what we need to look at, there's the concert music and the parade 
music which we have to do with the wretched pipes.  Let's do the concert music first as we'll 
no doubt spend plenty of time with the pipes later.  We really will have to come in this 
evening to work with the pipes.  And Thursday evening too'.   
He spoke for a couple of minutes about the pipe bands and the problems of working with 
them.  At one point he marched across the room with his baton to his lips making a 
constricted, nasal, mock 'pipe' sound.  On the way back he walked with legs bowed and said 
'Sorry, I should walk with my legs apart'.  During this scene the band members interspersed 
their own quasi-pipe sounds. 
'Let's have a look at 'Will Ye no Come Back Again'.  Dean, do you have some words for it in 
case we are ordered to have it sung?' Ian asked.  'I have a rough idea, Sir,' Dean said.  'Well, 
make some up!' said the OC.  Despite his intention to rehearse concert music we did play 
through The Earl of Mansfield and several other Scottish tunes.  Great fun was made of the 
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nasal pipe sound the soldier-musicians occasionally made by holding their noses and 
humming a melody.  Three side-drummers took delight in playing the one drum - loudly, 
and in an exaggerated marcato fashion, a parodied 'Scottish' style.  
On the first day of the rehearsal with the RMC Band, Ian entered the Rehearsal Chamber, 
took the stand and talked quickly through the week's work.  He did this in broad outline and 
lived up to his reputation for a casual but efficient approach to his work.  He joked about the 
Kapooka Band's relationship with the RMC Band and then explained that if we could get 
through the Beating of the Retreat together in just a couple of days then it should be possible 
for similar brevity and efficiency to occur in Canberra, where the two bands were to join for 
a ceremony in the following week.  He then introduced the Drum Major at the time, 
Sergeant Andrew Ryder, who, he explained, would 'talk us through' the marching 
demonstration and the Beating of the Retreat ceremony.  
After a number of 'music only' practice sessions in the Rehearsal Chamber an outdoor, full-
dress rehearsal was called for the day before the performance.  It turned out to be a very 
cold, windy and wintry afternoon.  Soldiers and civilian tradespeople worked on the 
preparation of the parade ground with its mock fort, tiered audience seating, staging, seating 
and lighting for the bands, music stands, and other preparations for the marching and drill 
demonstration.  Soldiers worked in great coats and army-issue raincoats, yet still showed 
signs of cold.  I was very cold and I felt impatient about the fact that the starting time for the 
rehearsal had been delayed.  Joe Cook, the 2IC, stood by the Fort, dressed in his full 
ceremonial uniform, but with little to do; it was his sole task to instruct a couple of soldiers 
exactly when to ignite the fireworks during the performance of Royal Fireworks Music.  I 
walked back to the Band Centre and practiced for a short while; Musician Darren and a 
Canberra trombonist, both of whom were injured, were sitting on instrument cases in the 
corridor.  From time to time Darren would get out his trumpet and practice as we waited for 
the marching rehearsal to finish and the concert rehearsal to begin.  I suspected that Darren 
was determined to use the fact of his imminent discharge to avoid any of the band's parade 
work.   
 
My story: The Beating of the Retreat (performance) 
On the night of the performance the weather was again cold so I waited in the Band Centre 
while the marching demonstration and the actual Beating of the Retreat ceremony 
proceeded.  I walked to the rear of the fort just before it was my time to join the band for the 
concert.  It was a dark night and only strategic places on the parade ground were lit.  I 
waited in the dark behind the fort.  At a certain point Bob Scott, the Lone Piper, stood on a 
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high turret and played the Scottish lament 'Sleep Dearie Sleep'.  This was followed, without 
break, by the military bands playing the hymn 'Abide With Me', over which floated a 
beautiful performance of the bugle call 'Retreat' by Keith Walker as he stood on the turret in 
the dark.  The audience listened and waited in silence; the setting, the night darkness, the 
cold and the music, all set in the context of the lives of people whose values are congruent 
with those of the army ethos, give occasions like this their special aesthetic. 
When Walker and Scott came down the ladder from the fort, Walker, the several injured 
soldier-musicians who had not taken part in the marching, and I walked through the fort 
gates, across the parade ground and over to the concert stand.   
 
Reflection: communitas 
I found my experience of the Beating of the Retreat ceremony and concert oddly rewarding: 
oddly because the weather was so cold and because the ceremonial music seems to take on a 
special significance in this setting, a setting characterised by light, colour, moments of 
solemnity and repose, moments of bravura display and, finally a celebratory concert, all in 
the company of visiting musicians and an appreciative audience. 
Audiences attend the Beating of the Retreat because they like the spectacle and colour and 
the intense sense of community it engenders.  They bring food and drink to make an evening 
of it.  The military music, the Scottish music, the bugle calls and the marching and drill 
appeals to a sense of patriotism and values.  They see it as a good thing for their family, a 
moral experience.  The army likes the Beating of the Retreat because it creates a positive 
public impression, the army is seen to be doing something 'good', and it creates a positive 
local climate between the army and the community.  The soldier-musicians expressed little 
of the disdain they had felt for the March Out parade.  Their few negative comments on the 
weather were lost in the general sense of occasion which seemed to permeate the place: a 
once-a-year, public ceremonial, in which the Kapooka Band was the host to the band Corps 
colleagues from Canberra, and was a central attraction.  Here meaning in military ceremony 
evokes a spirit of communitas (Turner 1977, and 1969), a heightened sense of community. 
 
Three soldier-musicians' tales 
It is now time to turn to the tales of the soldier-musicians themselves.  The March Out 
parade will again be the focus of the discussion, as this will enable us to compare the formal 
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structure of the parade, my own stories, my interpretation of the participants' experience, and 
the accounts of the participants themselves. 
In the March Out parade the graduating recruits feel a real sense of occasion; it is they who 
are graduating, it is they who have completed the gruelling Basic Training Course, and it is 
they who are being ceremonially transformed into soldiers with the status, and salary, that 
this will bring.  It is they who have succeeded, it is their day.  Their friends and families 
share this experience.  The civilian trophy presenters are ex-military people and may feel a 
certain pride and nostalgia as they return for the occasion.  These recruits and visitors 
normally participate in only one March Out parade in their lives.  The officers who have 
trained the recruits might attend up to four March Out parades a year.  These officers, I 
suggest, might feel something of the satisfaction that teachers feel when their students 
graduate.  Only the band participates in all of the March Out parades, and in the several 
rehearsals which occur each week.   
The March Out parade is often at the centre of soldier-musicians' conversations.  My 
fieldnotes record many instances of conversations about the difficult and unpleasant nature 
of much ceremonial work. Next to the rank system, participation in military ritual is the 
main problem in the lives of the soldier-musicians.  Three of the informants who told me 
about their experiences in military ceremonies represent three contrasting, but 
complementary perspectives.  They are the Officer Commanding the Band Corps of the 
Australian Army (Lieutenant-Colonel Tony Sillcock), the drum major of the Kapooka Band 
(Staff Sergeant John Franklin), and musician Darren Roberts. 
 
A soldier-musician's tale: 'It's not just the marching around'  
Lieutenant-Colonel Sillcock was Commanding Officer and Musical Director of the Australia 
Army Band at the seventy-fifth Anzac Day Ceremony at Gallipoli in 1990.  He refers to this 
occasion in our discussion: 
You require a certain amount of involvement, emotional involvement, to be able to play it 
the way it should be played, but I guess there is a professional detachment [so] that you don't 
get emotionally involved to the extent that you become ineffective ... I can quote you a story 
of a younger soldier in my earlier days, on one of my first commands.  He asked to be 
relieved of the duty of playing bugle calls at funerals and I spoke to him about it and he said 
he got too emotionally involved to perform ... I sort of explained to him that he is an actor in 
the play if you like, he makes the day memorable for the family, and the family will not 
have a very memorable day if the bugle call is a disaster.  They won't understand why a 
professional performer, if you like, got emotionally involved to the point that he stuffed their 
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day up ... yes we ... are showmen and you must maintain that detachment - be it a funeral, be 
it at a memorial service.  I did the Gallipoli Dawn Service and ... Lone Pine, and I guess 
three quarters of the band had tears running down their face because the music was 
beautiful.  You can be involved but you must maintain your presence. 
Lieutenant-Colonel Sillcock's comments raise important questions about the engagement of 
musicians with the meaning of the music they perform.  The soldier-musicians in routine 
parade work often experience ceremonial saturation, the kind of emotional disengagement 
which Langer calls psychic distancing (Tambiah 1985, p. 134).  By ceremonial saturation I 
mean a kind of detachment borne of repeated performances of an ostensibly emotional laden 
ritual.  The participants become familiar with the ritual action, scripted speech, and often 
played ceremonial music.  The soldier-musicians often enact ritual which is important in 
other people's lives, but not immediately important in their own.  Similarly, clergy and 
members of royal families may represent sets of values to which they do subscribe, but they 
need not feel emotionally engaged at each ceremonial enactment.  In fact, to experience 
profound emotion would prevent ritual celebrants from affording proper attention to their 
work; it is difficult to perform well while experiencing a strong emotive response to the 
meaning of a ceremony.  Psychic distancing is an essential professional skill for the soldier-
musician.  As BSM Keith Walker explained, 'I don't think you can feel the emotion [of 
occasions], because you know you've got to play'. 
Questions about the degree and nature of participants' engagement with the meaning of 
ritual is a matter of considerable debate in the literatures of ritual and aesthetics.  Kapferer 
(1979a) believes that if a ritual is to be effective then a connection must be made between 
the participants' feelings and the ritual's meaning.  He takes issue with Durkheim on this 
critical question:  
In contrast to Durkheim I make the assumption that when individuals or groups express 
anger, fear, love, sorrow, hate and happiness in the medium of ritual, they often actually feel 
what they express. (p. 153) 
Continuing his dialogue with Durkhiem, Kapferer (1979a) says: 
It is critical [that] a ritual connection, realized and understood by participants, between the 
conventionalized display of emotion in performance and the real, internal and privately felt 
emotional and mental condition of the participants [is established]. (p. 153) 
Tambiah (1985), argues that because ritual is formalised and conventionalised it does in turn 
distance its participants from the meaning of their actions.  Ritual behaviour is not meant to 
express the actual emotions and intentions of the participants.  It is a simulation of intention 
(pp. 131-133).  Susanne Langer (cited in Tambiah 1985) theorised the importance of psychic 
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distancing  in ritual.  Ritual involves not direct expression but the 'articulation of feelings' 
and a disciplined rehearsal of 'right attitudes' rather than of 'free expression of emotion' (p. 
134).  She continues:  
... the ultimate product of such an articulation is not a simple emotion but a complex 
permanent attitude.  This attitude which is the worshipper's response to the insight given by 
the sacred symbols, in an emotional patter which governs all individual lives.  It cannot be 
recognised through any clearer medium that of formalized gesture. (p. 133)  
When Lieutenant-Colonel Sillcock reports that 'The music [at Anzac Cove] was beautiful,' 
he highlights the importance of context to the meaning of military music in a very poignant 
way.  While the performance of familiar and often-played marches, hymns and bugle calls 
can be the bane of the soldier-musician's existence, on special occasions like those he 
discusses, they can take on a singular significance.  Mundane music can become beautiful. 
Lieutenant-Colonel Sillcock articulates his philosophy of the value of military music to 
serving military personnel, ex-military people and the community: 
I think it is a reinforcement of tradition if you like, ... military music is designed to inspire 
the soldier.  It's not only inspirational, it's also traditional in the sense that it's music that's 
been heard over the years and that the soldiers associate with.  It is a part of military heritage 
and custom.  I remember when it was 'Waltzing Matilda' and 'Brown Slouch Hat' combined 
[an arrangement called The Army March, by Band Corps Officer Major Howard Ward], 
which soldiers are now starting to recognising as their tune and we have to get out and make 
sure they hear it and they do get used to it.  In the old days, the bands marched with the 
troops to war and they - the bands - played at the front and they heard the music and [it] 
inspired them to fight in those days.  I think the maintenance of our history and our 
traditions - as well as a parade without a band - must be a fairly uninspiring sort of occasion.  
I mean - how do you keep the step? What gets your back straight?  So that's the sort of 
things bands can offer.   
Meaning in military music is clearly referential; for military people it is symbolic of times, 
places, events, memories and the military ethos.  Sillcock continues: 
Music has a meaning and I mean, [we] will play their regimental march and they will ... 
recognise it.  We play the classic marches like Colonel Bogey which everybody has known 
since childhood and grown up with.  Tunes like Waltzing Matilda.  Those things that the 
soldiers recognise that give them some meaning to their ceremonial activities and I guess 
that's - Victorian military music - that's where it came from.  What we do apart from our 
ceremonial role or our traditional role is really a new development if you like.  In the old 
days it was - where you played in town for a reason - you were recruiting or whatever but 
  215 
your primary role was to do a bit of ceremony and then you went to the field with the troops 
and that's gone on through the years with the regimental bands going with the troops 
although they perhaps didn't play the music so much in this century as they used to but they 
developed the stretcher-bearing role, the medical role and that still goes on today in the 
regimental bands. 
The referential meaning of military music and military ceremony becomes part of the 
Australian patriotic ethos; the military strives to reflect and to shape the aspirations and 
values of the society through its participation in civilian ceremonies.  I asked Lieutenant-
Colonel Sillcock about the Band Corps' role in civilian ceremonies: 
Yes, there's ANZAC Day.  There's our traditional ceremonies.  There's the Beating of the 
Retreat, Trooping of the Colours - Presentation of Colours - all those types, our memorial 
church services.  All these things are traditional ceremonies which really hinge on the band 
totally.  I mean Beating the Retreat is a band ceremony.  Trooping the Colour  is something 
you can't do without music.  Presentation of Colours, there are elements of the parade that 
would have to have music.  So you know, it's not just the marching around.  There is the 
emotional connection with the exhibition. 
It is Lieutenant-Colonel Sillcock's role to oversee the work of the entire Band Corps.  His 
comments reflect the concerns he must address in this role.   
We turn now to a central figure in the performance of all of the band's ceremonial work, that 
is the Drum Major.  
  
A soldier-musician's tale: 'This is what we normally do' 
Staff Sergeant John Franklin was assigned the role of Drum Major during part of the time of 
my study.  John professes a high level of commitment to the military and to his work.  He 
has a particular interest in, and knowledge of, the ceremonial aspects of the military and has 
recently studied military customs and traditions in the Defence Forces School of Music's 
Assistant Band Leaders' Course.  John discussed his role as Drum Major:  
... his role's a very important one because he has to know these sort of parades, not just this 
March Out parade but any parades that we do ... we travel to Albury or Canberra ... to do 
ceremonial parades or vice regal parades and things like that, and the drum major's got to 
know exactly what's going on.  A lot of times when RSMs [Regimental Sergeant Majors] are 
running parades, they've got their ways of doing things and some times they're not 
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necessarily correct and you've got to correct them or say, 'Listen Sir, this is what we 
normally do'.   
John has a special leadership responsibility in the band 's parade work; it is he who controls 
the band 's movement and music.  Much of John's concern with the March Out is of a 
technical kind; details of drill, marching, music making, getting it right.  The bands in the 
Australian Army play an important role in the transmission of knowledge about military 
ceremony.  We should note that Lieutenant-Colonel Sillcock's full title is in fact Director of 
Music, Australian Army Band Corps and Staff Officer Ceremonial.  The Drum Major of the 
Kapooka Band is required to be expert in the enactment of ritual activity.  John Franklin 
continues:   
Because we're doing it all the time it's just like water off a duck's back to us.  We see the 
funny side of it from the other point of view where the parade itself, the people on parade - 
the troops - who don't do this thing all the time, are stuffing things up and the parade 
commanders are nowhere.  They don't know their words of command and give the band a bit 
of a laugh.  But at the same time, once we're doing the actual job itself and things start not 
happening the way they're supposed to, the band having a bit of a cackle well you've really 
got to think - switch onto that sort of, you know - sort of settle down a bit.  But yes, most of 
the time the band doesn't have a problem out there  ... 
I think the biggest thing is if you've got a lot of self-confidence that it sort of carries it 
through.  If you can get out and sort of yell and scream and get things going then once you 
build up that confidence initially then you haven't got a problem ... you know how the band 
is going to react to you.  They know how you react and how you operate so you don't get - 
you don't give them an inch and there's sort of no problem.  I give a word of command and 
they sort of react straight away and they're quite good. 
Finally I will report the experience of musician Darren, whom I described earlier as 
'disaffected'. 
 
A soldier-musician's tale: 'My own little world' 
Darren is a young soldier-musician who has been granted an early discharge.  Darren felt 
that he was not a good musician, and that he did not feel a deep commitment to the army.  
He thus saw little future for himself in uniform.  Despite his disaffection, Darren presented 
the band a rather expensive piece of furniture which he himself had made, as a memento, 
when he left.  The Band Corps fosters a high degree of loyalty amongst even its most 
recalcitrant members.  Darren talked to me about the March Out parade: 
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Oh, I just dream, think about the weekend or think about what's coming up for the rest of the 
week.  I try to forget about work while I'm on the parade ground and, like if it's freezing cold 
you really can't think of anything else except the cold and if it is hot you can't think of 
anything but how much you are sweating, but on a nice day I drift off into my own little 
world.  
'Well, do you listen to the [Commandant's] speech ...?' I asked. 
The commandant? Well sometimes you do and sometimes you don't ... he gives the same 
speech every week, so if he changes it at some stage you might have a bit of a laugh ... but 
generally I think he talks for too long so you try to go to sleep ... 
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Reflection: 'The same speech every week'  
Segments of quasi-discursive language are almost always present in military ritual though 
usually restricted to brief articulations of the military ethos.  But even here there is an 
element of the ritualistic, as the traditional values, and images of ancient military ceremony 
are evoked.  This articulation defines the wider cosmological purpose of the ceremony.    
The Commandant, in his address, uses what Tambiah (1985) calls a 'polite style' which is 
characterised by 'polite forms of address' and 'inflated vocabulary' (p. 134).  For the recruits 
and the audience the Commandant's speech has a persuasive quality; for Darren and his 
colleagues there is a sense of repetition week by week.  Essentially the Commandant's 
intonation, his style, vocabulary and content is ritualised; it is similar each week.  A 
powerful element of ritualised military language its the appeal to tradition.  This appeal is, 
typically, articulated in the Commandant's address.  When, in the context of the March Out 
parade, he refers to the skill attainment, team work, self discipline, love of country, the 
endurance of hardship, and Australia's participation in previous wars, he is following a 
tradition which I believe has not changed substantially since Pericles addressed the 
Athenians in the terms I outlined in chapter 3.  Military and nationalistic rhetoric which 
Australians hear in the March Out parade, the Beating of the Retreat, Anzac Day and on 
other ceremonial occasions, follows this ancient tradition.   
 
Reflection: 'Watching paint dry' 
Meaning for the soldier-musicians depends on the frequency with which they perform a 
particular ritual and on the status they hold in the performance.  The fact that they are full-
time, professional participants is an important factor in determining the nature of their 
experience; John Franklin estimates that in his seven years in the army he has performed in 
two hundred March Out parades and about four hundred rehearsals.  His experience of the 
parade is bound to be different than that of a graduating recruit.   
Soldier-musician of all ranks express disdain for performing in the March Out parade and 
indeed, similar routine military ceremonies which they see as routine.  Most dislike 
marching and playing.  They agree that the trials of the weather, working with the Section 
Commanders, the obvious 'melody and drums' style of military music, and the fact that the 
audience is there to witness the graduation of their family members, rather than to listen to 
the band, gives little satisfaction.  The March Out parade takes place as many as forty-eight 
times a year.  Each March Out parade has a number of rehearsals.  The March Out follows 
virtually the same format each week; only the weather, and the number of graduating 
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recruits varies.  As the professional photographer who makes the video tape of each March 
Out said 'Watching a number of these is like watching paint dry'.  The soldier-musicians' 
attitude is generally one of 'Yes, we subscribe to the values of the military ethos, but do not 
enjoy or feel involved in the regular routine work of the military ceremonial'.  Ceremonies 
of special significance are a different case; for example the Anzac Day ceremony at 
Gallipoli in 1990 was a moving experience for those soldier-musicians who took part.  
Captain Ian rates his work as Musical Director of the Army Tattoo of Australia's 
Bicentennial year (1988) as a highlight of his career and the only military ceremonial which 
has ever had the appeal to him to rival that of public concerts of non-military music.  Here, 
an Australian Army Band built from members of all Band Corps bands, and bands from the 
armies of other countries, toured Australia for six months.  Likewise, young, new members 
of the Kapooka Band felt moved and involved in their participation with the Australian 
Army Band Duntroon (formerly called the RMC Band) in the Internment of the Unknown 
Soldier ceremony in 1993.  Similarly, those who take a special role in routine ceremonies 
feel a deeper involvement than do those who simply play as band members.  As we saw, the 
Drum Major is a case in point.  The bugler is another special case, especially at an occasion 
of great moment like that of 25 April 1990 when BSM Keith Walker played the calls at the 
seventy-fifth Anniversary Anzac Day Dawn Service on the beach at Gallipoli. 
My observations suggest that the most powerful moments in military ceremony are those 
where the music has a strong presence and where there is a strong sense of concinnity 
between the ritual elements; the entry of the recruits to the parade ground, the Presentation 
of the Governor-General's Banner and the various drill and marching movements are 
examples.  'Rose Glory' (the regimental march of the 1st Recruit Battalion), and 'Waltzing 
Matilda' evoke powerful associations in this context.  Music is even more powerful in its 
role as a matrix to the other ritual elements; moving a ritual to music enhances the 
impression that the ritual is well performed.  Olympic gymnastics and ice skating, ballroom 
dancing and the laying of wreaths on Anzac Day all seem to be more expertly done when 
performed to music.  And, as theorists of ritual remind us, if rituals are to be effective, they 
must be well performed (see for instance Kapferer 1979b, p. 146). 
  220 
Symbolic representations of the military ethos 
There is a striking quality of congruence between the symbolic elements in military 
ceremony at Kapooka.  The parade ground is uniformly level, black, and square, and its 
boundaries are clearly defined.  Its straight edges delineate its sharp separation from the 
mundane world of the undulating lawns and gardens.  The Banner Party, the band, the 
platoons of recruits and the official motorcade move onto the ground and into position in 
straight lines, and most changes of direction are at right angles.  Stationary platoons of 
recruits form exact geometric patterns of precisely parallel ranks and files, of exact spacing.  
During the ceremony, the stationary and moving patterns of people remain parallel to the 
edges of the parade ground.  Individual Platoon Commanders, Platoon Sergeants and 
Platoon Corporals are deployed at measured locations at the front, flanks, and rear of the 
platoons which have been under their command for thirteen weeks.  The Kapooka Band is 
part of this geometric formation.  Its officers stand at measured and separate positions in 
front.   
Parade ground patterns are characterised by symmetry, regularity, and unison.  Each 
participant has an exact position at every stage of the ceremony.  All participants are drilled 
to near perfection.  Congruent with this geometric patterning is the precise nature of the 
movement which is choreographed to the marked, regular, duple metre and constant tempi of 
the musical items.  Percussive effects of marching feet, shouted commands, and the rattle of 
rifle drill resonate in time with the music and the movement.  Where the linear, square, or 
rectangular patterns of platoons are disrupted by the circular path traced by the band  in its 
counter-march, or by the angular path followed by the troops as they Advance in Review 
Order, a special sense of the spectacular is achieved.  Similarly, when the standard quick 
march tempo of the music and movement is suspended for periods of slow marching, the 
effect is one of a display of technical virtuosity.   
Precise unison movement, symmetrical, rectangular formations, one-hundred-and-twenty-
beat-per-minute quick marches and sixty-beat-per-minute slow marches are matched by 
unequivocal blocks of colour; khaki for the soldiers, red, white and black for the soldier-
musicians, white for the cars and motor cycles and touches of metallic brass and iron for all.  
There is an affect of absolute symmetry and unequivocal unison, to the degree that when the 
symmetry and the unison are suspended either by accident or by design, there is a 
heightened sense of the particular, the moment takes on a special significance when the 
movement is casual and the language informal.   
Interruptions to absolute symmetry, unequivocal unison and geometric formations are of two 
kinds.  The first are those planned moments where individuals move to positions for the 
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trophy presentations.  Here the award winner marches alone from his or her place in their 
platoon while the presenter, usually a civilian, walks into position and speaks softly and 
informally while making the presentation.  The award winner remains in the military 
ceremonial mould.  The civilian presenter's informal demeanour makes a contrasting 
moment; something of a hiatus.  In a similar way, ceremonial formality is interrupted when 
the Commandant delivers his speech in what he seems to present as ordinary discursive 
language, but is a time-hallowed form of ceremonial rhetoric.  Interruptions of the second 
kind are moments of accidental spontaneity.  There are occasional instances of interruption 
when recruits make minor, accidental, incorrect movements, but most frequent of these 
unplanned occurrences is that of fainting recruits; standing 'at attention' in the sun takes its 
toll.  Even here, in the face of the unexpected suspension of the ceremonial frame, there is a 
precise, formal and rehearsed procedure for the removal of the aberrant recruit; a plan to 
bring order to the disorderly.   
The incident I witnessed which most graphically illustrates the effect of moments of 
disorder was that of the Drum Major dropping his mace as he signalled the beginning of a 
march.  The dropped mace caused confusion in the drum corps; the bass drummer began the 
introductory 'two threes' sequence but the side drummers made delayed, tentative entries.  
Such is the importance of absolute order on the parade ground that the incident was regarded 
as a major disruption by all participants except, I sensed, the audience.  I have called it an 
incident, yet the soldier-musicians have long remembered it; it took on the status of a band 
saga.  Following the Parade a number of soldier-musicians, including the Drum Major 
himself, made apologies or explanations at least, to me.  At lunch in the Officer's Mess 
Captain Pat fielded questions and expressions of incredulity from a number of high ranking 
colleagues; he concealed his despondency about the episode from them, but revealed it to 
me and the 2IC as we lunched together.  A civilian friend told me that the accident was 
mentioned on the Battalion's program on Wagga's community radio that evening, such was 
its importance.  One soldier-musician told me that it had been the only time this had 
happened in his seven years in the Kapooka Band and another said he had not seen such an 
incident in his twelve years in the Band Corps.  In each case it was they who raised the 
matter; from my perspective it was nothing more that an interesting incident in an otherwise 
technically near-to-perfect performance.  Military ceremony can ill tolerate aberration. 
The military ethos is characterised, above all, by unequivocalness.  Since the raison d'etre of 
the military is to defend the country against attack, its ethos has strong roots in combat 
activity.  On the battlefield, commands and understandings of them must be unequivocal.  
This unequivocalness in military ceremony extends to the morality of combat; if they are to 
survive on the battlefield an army and its soldiers must act on the basis of an unequivocal 
moral code.  'We are right, and they are wrong,' is, in effect, the only effective moral basis 
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for military combat.  The March Out parade projects symbols of the army ethos.  The March 
Out parade's concrete symbols and its symbolic actions are clear, simple, and, above all, 
unequivocal in their shape, colour, sound and movements.  Aberrant behaviour on the 
battlefield will, according to the military ethos, invite disaster.  Aberrant behaviour on the 
symbol field of the parade ground is of the same order. 
 
[Appendix Item 15: The Australian Army Band, Kapooka in Parade Ground 
formation (1993)] 
 
Beyond the parade ground 
Military and non-military people alike are familiar with the sound and sight of Defence 
Force bands.  After all, the bands are central to the spectacle of military and civic pomp and 
circumstance in Australian society.  Military bands, and their civilian counterparts, the 
community brass and concert bands, are valued for their contribution to ceremonies in 
military and civilian settings in Australian cities and towns.  Scarcely a day passes in which 
television news bulletins do not broadcast the sounds and image of a service band in their 
reports on newsworthy military or civic ceremonies in some part of the world.   
For those who engage emotionally with it, military ceremony is a reinforcement of the 
military ethos and of Australian patriotic traditions and sentiments.  It is a reinforcement of 
the values of order, attainment, social cohesion, mateship, loyalty and pride.  Conversely, 
for critics of the military the March Out parade may be seen as an attempt to engender 
militaristic, aggressive attitudes, to 'glorify war', and to preserve the patriarchal values of a 
male dominated society; for these people the ceremony may be a reinforcement of 
conservative values against the values of liberalism and change.  
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Ceremony: its cosmological context 
Military ceremony is a symbolic rehearsal of the broad cultural understandings that 
participants bring from civilian life, and the specific military interpretations which they may 
have learnt as soldiers.  All participants have Australian culture as the basis of their 
selfhood.  From this tradition they know something of Australian military ethos as 
exemplified by the Anzac tradition.  They live in a society in which paramilitary principles 
are ubiquitous; schools and work places have strong hierarchies of command, they promote 
the complementary qualities of competition and colleagueship, and the importance of 
achievement is emphasised.  Values of the military ethos have been held by some Australian 
soldiers to be congruent with those of sport (Ross 1985)  In the sports world valour, loyalty, 
team spirit, self reliance, respect for the chain of command, physical prowess, efficiency, 
tenacity, and the will to win are familiar values. 
Ritual behaviour reflects the cosmology of the culture in which it is located.  Tambiah 
(1985) theorises that cosmological and ideological antecedents are precedents of ritual: more 
important than just what people say, these antecedents include myths, rituals, legal codes, 
constitutional charters and so on, what he calls 'other collective representations'.  In short, 
ritual is a culturally constructed system of symbolic communication.  Cosmology is '... all 
those orienting principles and conceptions that are held to be sacrosanct, are constantly used 
as yardsticks and are considered worthy of perpetuation, relatively unchanged' (Tambiah 
1985, p. 129-130). 
Tambiah (1985) identifies formality, conventionality, stereotyping and rigidity as essential 
features of ritual.  This is so because cosmological constraints are typically considered 
immutable, so it follows that the rites associated with them will have a fixed form, be 
unchanging through time and be enacted on ordained occasions (p. 130). 
Because a cosmology is fixed, more or less, its rituals too become fixed (1985, p. 131).  
Thus, as ritual is formalised and coventionalised participants are in turn distanced from its 
meaning.  Rituals avoid the spontaneous because the spontaneous cannot be adequately 
controlled (p. 132).  'Distancing' is a corollary of conventionalising.  'Thus, distancing  
[Tambiah's italics] is the other side of the coin of conventionality; distancing separates the 
private emotions of the actors from their commitment to a public morality'.  There is a 
danger that this moral dichotomy can lead to hypocrisy (p. 133).  
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A celebration of being 
In their public relations role Defence Force bands have the potential in society to 
propagandise for the military and the government: they have the potential to support corrupt 
governments in their quest for undemocratic power.  Symbols - including soldier-musicians 
and their music - have the potential to be appropriated by those who would exploit them to 
selfish ends.   
While lamenting the closure of the Australian Army Bands in Perth and Adelaide in June 
1993, Bourne (1993) also expresses concern about the possible unethical use of music.  He 
alerts us to the potentially insidious use of military bands and their civilian counter-parts, 
community bands: 
The symbolic function of the band is obvious: a sanctioned and legitimate social expression 
of authoritarian command, conforming obedience, directed by the underscoring of law, 
order, defence and aggression.  Now so long as the brass band is only a symbol of these 
values, they are acceptable.  Indeed, they are probably major contributors to the continued 
balance and integrity of our social fabric.  But when they are harnessed to the direct support 
of these same values, as they inevitably are in a time of national emergency or war, then the 
potential abuse of the affective power of the symbol menaces the very sanity of our society.  
Authoritarian regimes from ancient Sparta to Hitler's Germany and beyond, have fully 
understood and exploited militaristic music ensembles to their own ends. (p. 13) 
In his novel The Unbearable Lightness of Being  Milan Kundera (1985) has a perceptive 
section on the use of parades by the totalitarian Communist regime he knew in Eastern 
Europe.  He identifies the worst aspect of Communism as its persistence in covering up 
unacceptable human activity by the insidious use of kitsch.  The model of Communist 
kitsch, he says, is the May Day ceremony. 
The women all wore red, white, and blue blouses, and the public, looking on from balconies 
and windows could make out five-pointed stars, hearts, and letters when the marchers went 
into formation.  Small brass bands accompanied the individual groups, keeping everyone in 
step.  As a group approached the viewing stand, even the most blasé faces would beam with 
dazzling smiles, as if trying to prove that they were properly joyful or, to be more precise, in 
proper agreement.  Nor were they merely expressing political agreement with Communism; 
no, there was an agreement with being as such.  The May Day ceremony drew its inspiration 
from the deep well of the categorical agreement with being.  The unwritten, unsung motto of 
the parade was not 'Long live Communism!' but 'Long live life!' (p. 249) 
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Kundera's May Day Parade risks no discursive symbolism, because arguments put in 
ordinary speech invite debate.  Ceremonies are unequivocal, yet, paradoxically, ambiguous.  
They symbolise the values of the military ethos as we have seen. (Grimes 1995) defines '... 
imperative force ...' as a characteristic of ceremony (p. 48).  Kundera continues: 
In the realm of totalitarian kitsch, all answers are given in advance and preclude any 
questions.  It follows, then, that the true opponent of totalitarian kitsch is the person who 
asks questions.  A question is like a knife that slices through the stage backdrop and gives us 
a look at what lies behind it. (p. 254) 
 
Summary 
Professional soldier-musicians are employed to perform a symbolic role in the reinforcement 
of military ideology, to enhance the army's public image, and to mould community values.  
As we have seen, the nature of the soldier-musician experience in this overtly emotive work 
depends on the contexts in which they work.  In special, or 'once only' ceremonies, there can 
be a high degree of emotional commitment, but in ceremonies which occur frequently, 
ceremonial saturation seems inevitable.  Here the soldier-musicians are often psychically 
distanced from the ritual in which they are professional celebrants.  This psychic distancing 
is not problematic to the army, because emotional states of uniformed, choreographed 
soldiers, is not evident to others.  The army is principally concerned that the soldier-
musicians carry out their work in an expert way.  Those who plan military ceremonies - and 
those who plan masses, baptisms, weddings and other ceremonial rituals - recognise music's 
symbolic power.  As professional ritual celebrants the soldier-musicians seem to be the 
army's most powerful symbolic units. 
The power of military symbols to make meaning is evidenced by their ubiquity in our 
society, and by the resonance they have with streams of Australian culture.  Like all public 
symbols their use, and possible manipulation, by people in authority raises ethical 
conundrums which scholarly and public discourse and action ought continuously seek to 
resolve.  In democratic societies like Australia, there is a constantly negotiated dialectic 
between government appropriation and manipulation of the symbols of public institutions, 
and democratic principles which insist that public institutions should answer to the 
government as they serve the people.  Totalitarian regimes appropriate the symbols of 
church, the state and the military.  The symbolic assertion of power precludes the necessity 
for violent action; the threat of violent action is sufficient to reinforce existing power 
structures.   
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Cohen (1985) argues that 'Symbols do not so much express meaning as give us the capacity 
to make meaning' (p. 15).  Custodians of symbols invest them with meanings, and perceivers 
of the symbols interpret them as they will, as they are able, and as they are pursuaded.  
Symbols have the potential to be invested with coercive power, and people can interpret 
them only according to their own knowledge and experience.  As Grimes (1995) says, 
ceremonies are characterised by a high degree of intentionality; intentionality is one of their 
defining characteristics (pp. 47-48).  Intention could hardly be more overt than in military 
ceremony; every temporal and spatial element is choreographed to serve military purposes.  
Military ceremony has the power to transform contexts internal to the military, and the 
external contexts of the wider society.  Burns & Laughlin's (1979) analysis is confirmed 
here: military ceremony at Kapooka, and by extension other military settings, regulates 
power structures, and patterns of social stratification and they serve to maintain social 
solidarity.  
So, military ceremonies have different meanings for different people.  Marching military 
bands may be nothing more than incidental entertainment to the unreflective observer, or 
they may draw people into a celebration of what Kundera (1985) called '... being as such' (p. 
249).  The committed patriot, in the context of the commonly agreed cultural understandings 
about, say, Anzac Day invests the symbols with powerful meanings.  Participants and 
passers by may respond with emotional responses ranging from deeply moving and patriotic 
sentiment to revulsion, depending on the meaning the person ascribes to the symbolism.  For 
Anzac Day I could equally well cite the May Day celebration in Kundera's Cold War 
Prague.  Public symbol and private meaning engage in a continuing dialectic.  In short, 
meaning for participants in military ceremony is dependant on the contexts in which it is 
made and experienced; the physical setting, the social, political and ideological settings, and 
the experiential setting which is the participants' lives.   
So long as the Australian Army serves democratically elected governments and those 
governments serve the people who elected them, military ceremonies will engender in 
society a quality of communitas.  Military ceremony will retain its present traditional forms 
with little change so long as its meanings metamorphose to resonate with the evolving 
cosmology of Australian society.  Ritual behaviour reflects the cosmology of the culture in 
which it is located.  As soldier-musicians contribute to the construction of the cosmology of 
Australian culture, so too does the cosmology construct the world views of the soldier-
musicians. 
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CHAPTER 11 
MILITARY MUSIC AS CRAFT AND ART 
 
Introduction 
In this chapter I examine the music repertoire of the Kapooka Band and the quality it brings 
to the musical experience of its members.  I argue that while the soldier-musicians' claim 
that service bands play a very wide range of musics is true, it is also true that these bands do 
bring a military inflection to all the repertoire.  I demonstrate that much of the music the 
soldier-musicians play is of a kind Becker (1982) calls 'craft', but that the soldier-musicians 
strive to bring artistry to craft musics and that they in fact prefer to play 'art' musics.  In 
doing so I explore the role of musical experience as a central element in the construction of 
the soldier-musicians' world views.  Becker's concept of an art/craft  continuum is the 
theoretical framework within which the chapter is set. 
 
Being soldiers and being musicians 
Soldier-musicians have much in common with other soldiers.  They also have much in 
common with other musicians.  It is their musical work, however, which distinguishes the 
soldier-musicians from other soldiers.  While being a soldier and being a musician are 
themes which facilitate our scholarly analysis of their culture, in reality there is no such 
separation of being in the lives of the soldier-musicians.  The reader will recall, in fact, that 
the thesis of this dissertation is how the world views of the soldier-musicians of the 
Australian Army Band, Kapooka, are constructed in the context of their work in military 
music performance. 
Musicians are attracted to the Band Corps by the prospect of a life as a musician, but the 
army requires them to be soldiers.  The dichotomy between the two categories is a 
conundrum that is often at the core of soldier-musicians' discussions.  Almost all of my 
formal interviewees said that they are musicians first and soldiers second.  While this is 
especially so of the younger ones it is also true, but in less decisive terms, of older, more 
senior people; with time the soldier-musicians continue to recognise the centrality of music 
in their own lives, but they come to better understand and accommodate the army's 
requirements.  In simple terms the dichotomy is clear; the army sees them as soldiers who 
play music, while the soldier-musicians see themselves as musicians in the army.  In 
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practice, they do the army's prescribed ceremonial work but in their public concerts they 
have something of a free hand to play the musical styles they prefer.   
Becker (1982) developed the craft/art continuum to complement his theory of art as 
collective action, the framework I used in chapter 9 to examine the network of influence in 
which the soldier-musicians work.  After describing the central tenets of Becker's theory, I 
will: 
A: present an overview of the music repertoire of the band; 
B: briefly analyse a representative collective of ceremonial military items from this 
repertoire; and  
C: present my stories and soldier-musician's tales as evidence for the propositions that: 
• music and music making are central to the soldier-musicians' world view; 
• the soldier-musicians see themselves as musicians first and soldiers second; 
• there is a tension between the soldier-musicians' musical preferences, which lie towards the 
art end of Becker's continuum, and military ceremonial music which lies towards the craft 
end;  
• the Kapooka Band is most adept at military ceremonial music, and musics which are 
stylistically close to this core repertoire style; 
• military musicians play the widest repertoire of musical styles of any Western music 
ensemble, but the styles converge toward a homogenous, eclectic, military band 
performance style; and 
• the soldier-musicians value the achievement of high levels of musical performance. 
 
Theory: music as craft and art 
In his sociological examination of the production of art Becker (1982) provides valuable 
insights into the nature of arts production.  Becker describes the nature of art and craft and 
the relationship between them.  Craft production, Becker theorises, requires technical skills 
which enable people to make objects.  Conversely, art production requires creative abilities 
and gifts which give each object or performance a unique and expressive character.  Some 
objects - and music performances are objects in this sense - may be considered as art and as 
craft; but the relationship between art and craft is a complex one.  Craft workers exist 
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independently of artists; they have their own work ideology, their own aesthetics and their 
own work organisation (pp. 272-273).    
Craftspeople organise their production according to the needs of other people, like clients, 
customers, or employers, all of whom have some control over the work to be done.  The 
employer acknowledges the skills and knowledge of the craftsperson but reserves the right 
to make a judgement about the final product, and the craftsperson recognises the employer's 
right to determine the final form of a piece (Becker 1982, p. 274).   
Becker (1982) describes two aesthetic standards for craft work; the first of these is function 
and the second is virtuosity.  Function refers those characteristics which are external to the 
work's intrinsic character and enable it to meet somebody else's practical requirements.  
Crafts are difficult to master, and virtuosity typically takes many years to accomplish.  A 
good craftsman can do things which ordinary people find difficult or impossible (p. 275). 
Some craftspeople develop a feeling for beauty and with it aesthetic standards and cannons 
of taste.  Practitioners of this kind are characterised by Becker as artist-craftsmen.  By 
accepting standards of beauty and taste, they lend to their craft some of the characteristics of 
art.  An emphasis on beauty, the expression of thought and feeling, and the relative freedom 
of the artist from outside influence is a move towards art.  People who make non-functional 
ceramics and furniture, pieces whose main purpose is aesthetic contemplation, are examples 
of craft people adopting art practices.  Becker (1982) summarised the artist-craftsperson 
dichotomy thus: 'Artist-craftsmen have higher ambitions than ordinary craftsmen.  While 
they may share audiences, institutions, and rewards with ordinary craftsmen, they also feel 
some kinship with fine-art institutions' (p. 277).  They feel an affinity for the work of fine 
artists, though they pursue these artistic goals in a more limited way (Becker 1982, pp. 275-
277). 
Generally, musicians in many styles, in their quest for more satisfying experiences in music, 
strive to give expressive performances and prefer to play what they perceive as higher 
quality music.  They often use the term 'art' to categorise this higher quality performance and 
repertoire.  Captain Pat, in discussing the insensitive attitude of the military to the work of 
the Kapooka Band, said: 'We are artists, not just soldiers!'  His sentiments were frequently 
echoed by other soldier-musicians.  Unlike practitioners in the visual arts, for example, 
soldier-musicians do not use the term 'craft'.  Instead, they assign colloquial, derogatory 
terms to what they see as music of poorer quality.  Becker's craft-art continuum is 
particularly apt to the work of soldier-musicians and their perceptions of the kinds of musics 
they play at the direction of their employer, on the one hand, and by their own volition on 
the other. 
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A recurring theme in the day-to-day lives of the soldier-musicians is the desire to perform 
with sensitivity and expression rather than simply using highly developed craft skills to just 
'get the notes right'.  They adopt artistic standards.  They characterise the music they 
perform for their employer as their 'bread-and-butter work'.  Thus we may we may 
characterise ceremonial music as 'craft' music, and place the music which they select for 
their non-military, public concerts towards the 'art' end of Becker's continuum.  This craft-art 
continuum parallels the soldier-musician dichotomy which is at the core of this dissertation. 
The army sees soldiering is essentially a functional activity which calls for a high degree of 
craft skill in order to attain an ideal level of operational efficiency; conversely music making 
is essentially an expressive activity which requires high degrees of both craft skills and 
artistry.  As we shall see, the army tends to see all soldiers as craftspersons who fulfil a 
function in the pursuit of operational efficiency.  The soldier-musicians strive to be artists.  
Hence, a tension between soldiering and music making arises, a tension which is at the 
centre of the thesis of this dissertation.   
Resolution of this tension is essential to the development of the soldier-musicians' world 
views.  Lieutenant-Colonel Tony, as the Commanding Officer of the Band Corps, has, as a 
professional responsibility, given the matter a great deal of careful thought.  He articulates a 
holistic view of the soldier-musicians' work, in which he argues that the dichotomy between 
being a soldier and being a musician is more apparent than real.  I turn now to that section of 
Tony's tale in which he discusses this dichotomy. 
 
A soldier-musician's tale: 'They are, after all, soldiers'  
Lieutenant-Colonel Tony Sillcock told me that many aspiring soldier-musicians cannot 
understand that they are required to do more than just play music.  They must, he explained, 
qualify on the rifle range and they must be prepared to undertake periodic physical fitness 
tests; 'they are, after all, soldiers', he said.  Soldiers in all corps are required to do these kinds 
of soldierly tasks.  Tony believes that soldiers and musicians have much in common.  He 
describes their common characteristics as dedication, reliability, self motivation, 
responsibility, and some ambition.  
Tony is explicit when he describes the purpose of the training programs for military 
musicians:   
We need people who can conduct, train others, and manage money and people. I think the 
conflict comes in where you get people of perhaps more delicate aspirations.  You know, 
they want to play classical music, or they only want to play music and want to do nothing 
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else and we ask them to go the [rifle] range and qualify or we ask them to do a basic fitness 
test.  They see that as soldiering and they see that as cutting across what they really want to 
be, but I think those things are a job requirement.  There is a job requirement that the whole 
army has that everybody [...] in it - be they psychologists, be they cooks, be they doctors, be 
they infantry - have to meet certain basic requirements.  I mean, you have to - because you 
wear a uniform - you have to look as if you are fit.  Because you're in the army, you're 
expected to be able to defend yourself, be able to handle a rifle and not be a hazard to 
everyone else around you.  You're expected to do the all-army courses which introduce 
leadership, and management and which are perfectly applicable to being a corporal in the 
band and [...] my view is that once that's explained, that there is a reason behind these 
things, that it's not some sort of military bastardy, then we can expect musicians to do things 
that are of no use to them.  That it is important to them as musicians to learn leadership and 
management; how to read and write a bit, and be fit - and how that affects breathing [in 
playing wind instruments] - and all the rest of it.  That's the way I justify or satisfy in my 
own mind this apparent dichotomy - and I say apparent because I think it's not really a 
dichotomy. 
Tony went on to explain the Band Corp's musical requirements of its NCOs, as he discussed 
the Defence Forces School of Music training programs: 
We need people to be able to identify problems in a [band] section, we want people to be 
able to beat time enough to be able to rehearse a section, we want to be able to develop their 
hearing so that they can hear faults, correct them [...] and conducting techniques and all 
those sorts of things.  So that's all we do.  I mean we don't do the whole range of music since 
the 1200s. 
 
Reflection: 'An apparent dichotomy' 
As the CO of the Band Corps, Tony Sillcock is a middle manager who sees it as one of his 
central tasks to ensure that the bands meet the army's requirements.  Not all Band Corps 
officers concur with his emphasis on the military aspects of the work of the Band Corps.  
They argue that, if the Band Corps is to attract good musicians, it must offer good quality 
musical work because the Band Corps employs people who aspire to be musicians. 
Lieutenant Joe Cook, is a committed soldier and an excellent and dedicated musician.  As 
2IC of the Kapooka Band he had an important role in ensuring that the balance between 
providing the 1st Recruit Training Battalion's need for ceremonial music and the soldier-
musicians' need for musical rewards were met.  He said; 
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If you look at the parade ground I mean, they're [the army] happy with a simple melody and 
plenty of percussion but the things that we like to do as musicians sometimes run across that 
and probably the most important thing I have to do is to make sure that the work we do is 
seen by the army as being important to the army and therefore they support us in our 
financial needs or in fact our continued existence.  
Here Joe is alluding to the importance of the band's popular concerts to the army's public 
relations work, and the importance of a high level of musical skills to the success of these 
public concerts.  It is evident that soldier-musicians feel that the army tends to overlook the 
bands' public relations role and to think of the bands only in their more limited, ceremonial 
role. 
 
Reflection: function versus artistry 
In the management of their extra-musical tasks the soldier-musicians work according to 
military teamwork principles.  Here the individual's contribution to the service of the unit is 
of paramount importance.  Sublimation of the individual's persona to the functional 
efficiency of the group is a characteristic of army life, and it is a characteristic which has a 
parallel in ensemble music making where individual expression is necessarily harnessed to 
the service of the ensemble sound.  Yet there is a dichotomy here; teamwork in soldiering 
and teamwork in music making have different qualities.  Music making at its best requires 
the qualities of sensitivity, expression and imagination, as well as technical proficiency.  
These artistic qualities are qualities of individual people, but they are qualities which are 
exercised in ensemble.  Conversely, the evidence of Standing Orders and my research data 
suggests that technical efficiency in the service of the unit is the main requirement of peace 
time soldiers.  So, while the soldier-musicians perceive themselves as musicians and strive 
towards the exercise of artistic qualities in music making, the requirements of the job, and 
hence rewards in the form of promotion and salary often seem to be predicated more on craft 
efficiency than on musical artistry.   
In order to explore the craft/art continuum in this military music culture I shall revisit my 
story of Making the CD. 
 
The repertoire 
Reflection: The CD repertoire 
  233 
In my story of the making of the Compact Disc (chapter 9) we see the soldier-musicians 
using a rare opportunity to do what they like doing most - making music to the best of their 
ability.  They relish the chance to play technically and expressively demanding music.  Two 
days were allocated to the recording, the maximum that is possible given the band's other 
concert and ceremonial duties.  While the repertoire was chosen with great care to best 
accommodate the requirements of the army and the aspirations of the soldier-musicians, it is 
identifiably 'military', although it is not all 'military music'.  At one extreme there is 'Rose 
Glory' and at the other is Glen's arrangement of Slammin'.  The other items fall between 
these two; from the very functional to the very expressive, or from craft pieces to art pieces.  
The soldier-musicians' quest for performance perfection in the recording encourages them to 
strive for perfection even on often played, simple 'melody and rhythm', craft-like pieces like 
'Rose Glory'.  Whereas at the West Wyalong fete and parade, for example, the band 
performed as musical craftspersons in the service of others, here on the recording they adopt 
the disposition of the artist and strive for the expressive, the sensitive and the imaginative, a 
product that they themselves will 'own'.  While their ceremonial army work demands a craft 
person's product, their elected work, the making of the CD, enables them to strive towards 
the art end of the craft-art continuum.  
At the military or craft end of the continuum, nearest 'Rose Glory' is Major Peter Jackson's 
arrangement of For Crown and Country, the official march of the Returned Services League 
of Australia.  Then comes BSM Keith Walker's composition Shelton's Own, a March 
dedicated to Brigadier Shelton.  Herold's Zampa, an arrangement of a nineteenth century 
orchestral overture which has been in military band repertoire since it was composed in 
1831 follows.  Classics From the Big Band Era and Artie Shaw's arrangement of 'Begin the 
Beguine' are a link to a period when popular music and military bands were much closer 
than they are in most periods of history.  The 'Big Bands' used instrumentation derived as 
much from service bands as they did from their jazz antecedents, and like service bands their 
members read music, and many of their personnel saw military service.  The popular 
American band leader Glenn Miller enlisted and led a US army Air Force Band, an event 
which drew music and the military into an even closer dialectic.  'My Country' is a 
contemporary Australian patriotic song, The Theme from the Man from Snowy River is 
similarly patriotic.  Towards the art end of the continuum Alfred Reed's Viva Musica  and 
Claude T. Smith's arrangement of 'Eternal Father Strong to Save'* are concert band 
compositions of a neo-romantic bent, full of heroic sentiment and bravura gesture.  While 
they are not military pieces, their musical vocabulary is similar to much military music.  
Also at the art end of the continuum are arrangements of the popular songs 'I Dreamed a 
Dream', 'You're So Beautiful To Me', and Slammin'. 
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[Appendix Item 16: Pages from publications mentioned in this chapter.  Items 
asterixed in the text are given in music notation in the appendix] 
 
Soldier-musicians, especially Senior Band Corps officers, are quick to point out the variety 
and breadth of repertoire played by the bands.  They argue that a more limited repertoire 
plagues most symphony and commercial musicians.  It is demonstrable that the military 
band has the widest, and the most eclectic, range of repertoire of any music ensemble in any 
culture.  We can also observe that soldier-musicians emphasise this variety of repertoire in 
order to attract musicians to the Band Corps and to rationalise their own decision to join the 
army.  Variety of repertoire is rivalled only by security of employment as the most often 
mentioned positive attribute of life in the Band Corps. 
A one-hour long CD serves as an appropriate introduction to the range of repertoire of the 
Kapooka Band, and by extension, other military bands. 
 
Variety of repertoire 
Captain Ian emphasised the rich breadth of repertoire he played in the army, and the fact that 
this experience equipped him to play a range of styles outside the army.  He joined the army 
as a fifteen year old boy able to play only '... a few sequences on the side drum'.  He 
attributed his considerable personal achievement as a musician in the twenty-five years since 
then to the opportunities provided by the Band Corps.  He told me that: 
I think that's what exciting about an army band career is that [it is] unlike a theatre orchestra 
... [which plays]  one style the whole night and in fact, may be playing one show all year.  
One of our many recruiting selling points is the variety of music that we can play.  As I 
mentioned before, I play in the Canberra Symphony Orchestra.  We have actually got a 
concert this week-end with Tommy Ticho.  Now that's more [of a] Boston Pops type concert 
as opposed to a Tchaikovsky, Shostakovich type of concert which we would normally play.  
Some of the players - and I would [mention] brass players - have only a classical 
background.  Now they will have to make a fair bit of adjustment to playing what I imagine 
we'll be playing; a fair bit of swinging type - swing type stuff - with Tommy Ticho this 
week-end.  Now, they will have some trouble but I have no doubt that the others who are 
also in the army bands who play in the Symphony Orchestra will not have a problem 
adjusting to that different style at all, because they've got that experience and background 
because of the job that we do. 
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In the army we play all different styles - and again, I can just [cite] my case.  And I might be 
a little bit different here, because I'm not involved in music during the day [Ian's job at this 
time is an administrative one] but because I love, to go off and play in a jazz quartet.  Jazz 
trio plus a female singer.  We just - we play jazz.  At the week-end I go off and play with the 
Symphony Orchestra.  [Here I] play differently, all together and I'm also tied up with the 
philharmonic society playing in theatre shows and everything.  We just - we tend to get into 
as much different types of music as we can.  I recently did something with the Australian 
Chamber Choir - doing the Messiah which is yet another avenue.  Covering everything.  
The repertoire on the CD is evidence which supports Ian's claim about the wide range of 
musical styles available to wind bands.  Musicians in services or community bands expect to 
rehearse traditional military marches, hymns, transcriptions of orchestral music, 
arrangements of film, television and music theatre music, arrangements of jazz, popular rock 
and folk music and, original compositions for concert bands.  The question then arises: how 
does being a soldier-musician, working in the military context, affect playing styles in 
musics which are remote from military styles?  I asked Lieutenant Joe whether the soldier-
musicians were able to divorce their military style of playing from their concert style.  He 
said:  
 ... I don't think there are any constraints in that way; that is what we aim at, to be versatile 
in such a wide range of music.  We tend to try and make them [the soldier-musicians] play 
in a style that is appropriate to the music.  That is something that you have to keep at the 
young guys to do.  They don't really think of it that way; they think they are just playing 
saxophone, for instance ... 
As I listened to and worked with the band, I found that the music which sounded best was 
that which was composed for the concert band or for ensembles most similar to it in 
instrumentation.  For instance, Smith's 'Eternal Father' and Jackson's For Crown and 
Country, work better than say, the arrangement of Shaw's 'Begin the Beguine'.  
 
Choosing repertoire 
One of the manifestations of the soldier-or-musician dichotomy is the problem of repertoire 
choice: What kinds of musics will the band play? In what proportions? and What kinds of 
engagements will the band favour?  Along with the vexed problems of rank, there is no 
question which raises the intensity of debate among the soldier-musicians as much as this.   
For those who emphasise the need to meet the ceremonial requirements of the army, the 
importance of the military ceremonial repertoire will be paramount.  For them the band's 
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focus will be on its role in the transmission of military traditions.  They will give precedence 
to the ceremonial drum, bugle and trumpet calls, marches for ceremonies, hymns for solemn 
occasions, and wartime songs for soldiers' celebrations; they will ensure that the soldier-
musicians function effectively as craftspeople.   
Conversely, those who argue that if the Band Corps is to attract committed and highly 
skilled musicians, then it will need to give more emphasis to satisfying the musical needs of 
the soldier-musicians themselves.  Within the Kapooka Band, and the wider Band Corps, 
there is a continuing debate along these lines; it is manifest in the programs selected for 
concerts and for recordings, and even in the earlier names of the Australian Army Band 
Kapooka which referred more directly to its military role.  For instance, in the mid-1980s 
the then First (sic) Recruit Training Battalion Band issued a Long Playing recording which 
allocates an entire side to the ceremonial music of the March Out Parade and the second side 
to a general concert band repertoire.  The Music Director at the time, Captain Ivan Cocking, 
was adamant that the band should fulfil its military duties to a high level and that other 
repertoire had to take second place, even though Cocking himself was an experienced jazz 
musician and played regularly in professional Club bands in Wagga Wagga.  As I have 
shown, the 1989 Australian Army Band Kapooka CD, covers a wider range of repertoire.  
Later, with their new title of Australian Army Band Kapooka, and under the command of 
Captain Pat there was a stronger commitment to specialised jazz and classical music 
repertoires.   
The debate is made explicit in the arguments put by soldier-musicians in their interviews 
with me.  If committed and skilled musicians are to be attracted into the army then they have 
to be offered good musical repertoire.  Such a repertoire will also ensure that the public 
relations role of the band will be fulfilled.  Further, if better musicians are attracted into the 
army then the performance of ceremonial music will improve.  This argument is, in effect, 
an argument for a repertoire which sits towards Becker's art end of the craft-art continuum, 
while Sillcock's is an argument for a repertoire towards the craft end.   
Contention about repertoire permeates musical organisations of many kinds; in a recent 
issue of the Australian Trombone Education Magazine there is a cartoon which depicts the 
retiring bass trombonist of the Sydney Symphony Orchestra surreptitiously shredding his 
copies of Tchaikovsky's 1812 Overture and Berlioz' Overture to Carmen.  Both are 
favourites with audiences but are regarded by orchestral musicians as popular potboilers.  
Similarly, Becker (1951) showed that jazz bands prefer a more esoteric repertoire than do 
their audiences and that in fact they were inclined to regard their audience with disdain.  Of 
course, employers of musicians in jazz clubs, or symphony orchestras, need a repertoire that 
they believe will attract audiences.  This perennial dichotomy is apparent even in school 
bands; the children at Kooringal High School talk of 'having a blow' in their own time and 
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express relief at the prospect of escaping from the standard concert band repertoire.  
Similarly, the Kapooka soldier-musicians often seek musical stimulation in civilian contexts, 
just as Faulkner's (1971) studio musicians often played preferred avant-garde and jazz 
musics outside their commercial recording work.  Here there is an eternal challenge for 
employers of musicians: How can we meet the repertoire needs of the audience and the 
musicians? 
While the soldier-musicians' musical preferences lie towards the art end of Becker's 
continuum, the matter is complicated by a number of factors which include the inherent 
musical style of the composition, the quality of a particular performance, and Becker's 
observation that all performances may be viewed as both craft and art.  While the soldier-
musicians may prefer say, a jazz piece like Joe Zawinul's Birdland, or an arrangement of 
Bernstein's orchestral piece Slava, they will also express admiration for a well-executed 
performance of The Last Post.  In this last example, the admiration might be for technical 
accuracy in what would seem to be an exemplar of functional music, but to my surprise, it 
can also be for the expressive quality of the performance.  Here questions arise like: Can a 
performance of a bugle call ever become a fine art work?  If it is played with such 
expression as to acquire the status of an art work, is it still satisfactory as a ceremonial 
piece?  Similarly, if a favoured 'art' piece is played with technical panache but lacks 
expression does it, in this performance, remain an art work?  Do the soldier-musicians prefer 
a perfunctory performance of an art work to a sensitive performance of a functional craft 
piece?  In chapter 10 we saw that the context of performance is very important to the 
soldier-musicians' response to music, a fact which we should bear in mind as we consider 
these questions.  
In the army, where the musical requirements of the employer are so explicit, but where the 
repertoire possibilities are so broad, matters of repertoire selection are a matter of 
negotiation.  At Kapooka, proponents of the music-as-craft end of the argument allow that 
the band should play 'art' music from beyond the essentially military craft repertoire, while 
the most avid proponents of music from the ' art' end of the continuum are quick to 
recognise that they are employed by the army to do particular tasks.  The debate is about 
emphasis and is based in the pragmatics of the context.  As the band prepares for 'yet 
another parade', members may express a wish for a more challenging and artistic repertoire.  
Conversely, at those times when the emphasis is on the art end of the continuum soldier-
musicians concerned for the ceremonial responsibilities of the band draw attention to the 
need to improve the military side of their work.  
The Compact Disc program, and pieces mentioned in earlier chapters, begin to sketch a 
picture of the repertoire of the Kapooka Band.  In the next section, I will present an 
overview of the repertoire beginning with the music closest to the ceremonial requirements 
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of the army, and move towards the public concert repertoire favoured by the soldier-
musicians themselves.   
It is not my intention to give the impression that the continuum is unbroken, unproblematic, 
uncontested, and stable.  Rather, the continuum provides a basis for the systematic 
consideration of the complex and dynamic phenomenon of repertoire choice.  For instance, a 
highly functional bugle call like The Last Post  belongs at the craft end of the continuum, 
but when we hear an accomplished bugler like BSM Ken Walker discuss his performance of 
it at ceremonies of great moment, he discusses it in terms which indicate that he approaches 
the performance with a great deal of artistic intent; craft music requires a high level of 
technical mastery and in the hands of accomplished musicians, it may also have fine 
expressive qualities.  Technical mastery and expressive quality are inextricably linked in 
musical performance.   
Field calls, salutes, marches, hymns and anthems are the main genres of military music.  I 
will now briefly introduce this military repertoire.  
 
Field calls and salutes 
The Drummer's Handbook ( Ministry of Defence 1985) is one of several manuals kept in the 
office of the Music Director of the Kapooka Band.  Although it is published for the British 
Ministry of Defence it is a standard reference in the Australian Army.  It is introduced as a 
handbook for Drum Major and Drummers of the infantry, and for civilian drum corps based 
on the service tradition.  Despite this the book is also for flutists and buglers.  It has sections 
on the history of drum corps, dress, accroutrements, repairs and maintenance of instruments, 
duties, ceremonies, movements and drills, and music theory.  There is a syllabus of exercises 
and an anthology of 'calls' and 'beatings' for the drums, flutes and bugles.  In this publication 
the employer specifies exactly what it requires from its musicians. 
On the shelf beside The Drummer's Handbook  sits the manual Trumpet and Bugle Calls for 
the Army: With Instructions for the Training of Trumpeters and Buglers  (1966).  This book 
is also published for the British Ministry of Defence.  The table of contents simply lists 128 
calls set out in three Parts and concludes with a Part 4 on Instructions for Trumpeters and 
Buglers.  Unfortunately the book contains little more than one page of rudimentary written 
instructions (pp. 95-96), with no information about the calls' purposes or their history.  Only 
the calls' titles suggest something of their function.  Part 1 is called Regimental Calls and 
contains the calls for army units with names like, for example, Royal Corps of Signals, The 
Brigade of Gurkhas, and Women's Royal Army Corps.  Part 2 gives Bugle-Field Calls in 
three groups.  Group one includes Field Calls for Mounted Corps with titles like Walk, Trot, 
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and Gallop.  Groups II and III are Bugle-Field Calls for Infantry and Bugle-Field Calls for 
Dismounted Corps with titles (Group II) which include Commence Firing and Cease Fire 
and (Group III) Charge and Alarm.  Part 3 has groups of Trumpet Calls for Household 
Cavalry, Royal Armoured Corps, Royal Artillery, Royal Engineers, and Royal Corps of 
Transport in Camp and Quarters.  Here are calls with titles like Squadron serjeant major, 
Band, Boots and saddle, Defaulters  and Sick.  Group II includes Bugle calls for Infantry in 
Camp and Quarters calls named Officers, Pioneers, Warning for Parade, Officers Dress for 
dinner, Reveille, Rouse, Tattoo (The First Post) and Tattoo (Last Post).  Part 4 has some 
General instructions which include rudimentary music theory, and Exercises for the bugle 
and Exercises for the trumpet. 
In chapters 9 and 10 I demonstrated that meaning in military ceremonial music is dependant 
on the context in which it is performed, played and heard.  This is especially true of the 
drum, trumpet and bugle calls; each call has a denotative meaning which is embodied in the 
call's title.  In past times the calls played a functional role in the context of the battle, but 
today they have only a ritual significance, and they are played only in the context of 
ceremonies.  Military calls are seldom presented in concerts although they do have a place in 
public re-enactments of ceremonies; in the annual Beating of the Retreat Ceremony at 
Kapooka bugle calls and military ceremony become public entertainment with the didactic 
purpose of reinforcing ideologies congruent with the military ethos. 
Detailed histories and analyses of the music of the military have not yet been written.  Here I 
will analyse several representative calls played by the Kapooka Band to acquaint the reader 
with the characteristic stylistic elements of the genre.   
Military calls seem to be examples of music stripped of all unessentials: music reduced to its 
bare bones.  The simplest of all calls is the 'Field bugle call' March* for the Mounted Corps; 
it is a single, unaccompanied, paused c',  the fourth partial of the open brass tube of the 
bugle.  Among the simplest of calls is Lights Out*.   Here there are but two pitches an 
ascending fifth apart (c-g).  The two pitches are those of the second and third partials of the 
bugle.  The two notes form the first of two identical phrases.  The first note is short, the 
second long.  A single trumpet or bugle plays alone, unaccompanied.  Although it is written 
in 2/4 metre it is in fact played in a rhapsodic fashion; no pulse is either perceived nor 
intended.  The calls used most at Kapooka are the Fall In,* the Advance,  the Rouse*  and 
the Reveille,*  which are longer and more complex, but build on the essential musical 
characteristics of Lights Out.  The bugle calls are usually played by a member of the band's 
trumpet section, who may use the trumpet or the bugle. 
Perhaps the most frequently played call by the Kapooka musicians and the one most familiar 
to Australians is the Last Post*.  Here the second, third, fourth, fifth and sixth partials of the 
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bugle (c-g-c'-e'-g') are used; when played in immediately adjacent ascending or descending 
order they provide a vocabulary of intervals of major and minor thirds, perfect fourths and 
perfect fifths.  When the call moves from the third to the fifth partial (skipping the fourth) a 
major sixth is produced.  The Last Post  is one of the longer calls; it has 12 phrases of 
ranging from 2 to 8 measures in length.  The first and last phrases are exactly the same as 
Lights Out except that dynamic indications are given on the printed copy.  Although the 
notation is given in 2/4 time, the first and last phrases are rhapsodic, or declamatory in 
character; the other phrases do suggests a duple metre. 
While these three calls are representative examples of the bugle-field calls, they do not 
indicate that some calls are in compound time (6/8 or 9/8) and some calls use the note e  
which requires the use of two pistons and hence is available only on the trumpet.  Some calls 
are harmonised for two bugles, two trumpets or one trumpet and one bugle.  
A number of short ceremonial pieces called salutes is published in The Drummer's 
Handbook.  One example often played by the Kapooka Band is Point of War,* a salute with 
a flute medley and a side drum accompaniment.  It is notated in 2/4 metre and the Handbook 
notes that it is 'Traditionally played as fast and loudly as possible'.  The Kapooka Band plays 
it at a speed of about 360 beats per minute, about three times faster than a quick march.  The 
melody played at Kapooka is a variation of the one published, and a bass line has been 
added.  Other ceremonial salutes played by the band include the Advance in Review Order,* 
Banner Parade and Australiana.  The melody in most salutes moves in scale or arpeggio 
figures.  Australiana uses the melodies from several Australian folk songs and is played as 
the official party inspects the troops. 
The Drummers Handbook  provides examples of 'Beating Retreat sequences'* for the drums.  
All are four bars long, in 3/4 metre and can be repeated for as long as required. 
 
Marches, hymns and anthems 
Some marches seem to serve a similar ceremonial function to the calls and salutes.  
Waltzing Matilda, for instance, is used to march on the Govenor-General's Banner and 'Rose 
Glory', is used to march on the troops of graduating recruits at the March Out Parade.  While 
the march The Army of the Nile is often used by the band, Captain Pat explained that it had 
no particular significance; 'It's just a matter of preference,' he said.  The band's repertoire 
includes marches by British, American, German and Australian composers. 
Hymns have long been a staple part of the repertoire of service bands in arrangements 
virtually indistinguishable from the four-part, soprano, alto, tenor and bass settings typical 
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of choral settings.  So important are they to military music that the army's Conference of 
Chaplains-General compiled a collection of Band Music for Church Services (Department of 
Defence 1974).  Lieutenant-Colonel R. A. Newman, the founding head of the Band Corps, 
wrote the musical arrangements for the collection which is often used to accompany 
congregational hymn singing.  At Kapooka hymns are used for two main purposes; the first 
is for performance in solemn ceremonies, and the second is as ensemble 'warm up' material.  
Australians at Anzac Day ceremonies typically engage in hymn singing.  At Wagga Wagga 
they do so accompanied by the Kapooka Band.  At the Anzac Day ceremonies at Anzac 
Cove in 1989 four hymns, which are often used in military and civic ceremonies, were 
played.  These were The Recessional,,Eventide, Melita* and Sandon.  While hymns serve 
ceremonial purposes, they are also regarded by the soldier-musicians as fine 'warm ups' for 
wind ensembles because they have simple, easily perceived harmonies, legato vocal 
phrasing, and steady tempi which make them ideal for developing breathing, phrasing, 
intonation, dynamic range, and balance between and within instrumental sections; they 
facilitate individual sound production and instrumental technique, and they promote 
ensemble music making skills.  Most of the hymns played by the Kapooka Band are from 
Newman's collection.  
All service bands have the national anthems of other countries in their repertoire for use on 
civic and military occasions. 
In the next section I summarise the repertoire from beyond these characteristic military 
genres. 
 
Beyond military music 
In this section I provide some final evidence to support the proposition that the military band 
plays the widest repertoire of musical styles of any Western music ensemble, but that the 
styles converge toward a homogenous, but eclectic, military band performance style.  
Beyond strict military genres there is a range of repertoire for military bands whose limits 
are defined only by the imagination of composers and arrangers; virtually all Western music 
styles have been arranged for military bands.  The repertoire is the widest simply because it 
draws on virtually all genres, and the stylistic convergence takes place because it is not 
possible for musicians to understand and interpret the musics of numerous other cultures 
with any real regard for stylistic authenticity. 
As we saw in chapter 3 transcriptions of operatic excerpts and orchestral overture and tone 
poems have long been part of the service band repertoire.  Items of this category in the 
Kapooka Band repertoire include arrangements of some Slavonic Dances of Dvorák, an 
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Overture from Orpheus and the Underworld (Offenbach), an Overture to the Marriage of 
Figaro (Mozart), the Radetsky March (J. Strauss) and A Night on Bare Mountain 
(Moussorgsky).  Here the service band has access to the repertoire of prominent composers 
who did not write specifically for military band formats.  The repertoire is typically well-
known to the public, it is usually very rhythmic, often has flamboyant orchestration, and has 
readily perceived melodies.   
Similarly, music from stage shows and films lends itself to concert band performance.  A set 
of selections from Les Miserable (Schönberg), the Finale from Candide (Bernstein), and 
themes from the film Lawrence of Arabia are examples in the Kapooka repertoire.  A 
medley of TV Themes for Kids, arranged by ex-Kapooka musician and now Head of Music 
in the Royal Australian Air Force, Squadron Leader Graeme Lloyd, was played many time 
during my fieldwork and was popular at schools and public concerts. 
Towards the art end of Becker's continuum we meet a genre of music which is specifically 
composed for the concert band format.  Here the music, soldier-musicians argue, is the best 
of the repertoire; it is idiomatically composed for the instruments of the concert band and 
therefore suits them better than do transcriptions of many orchestral pieces, especially those 
with important, idiomatically conceived string passages.  The British composers Gustav 
Holst and Ralph Vaughan Williams, and the United States composers Claude T. Smith and 
Alfred Reid are composers whose band works were played during my fieldwork.  Australian 
born, but naturalised United States citizen Percy Grainger, is represented by a number of his 
compositions, including Irish Tune from County Down,  in the repertoire of the Kapooka 
Band and other Australian service bands.  A small display of Grainger memorabilia is on 
display in the foyer of the Defence Forces School of Music 
Of the jazz repertoire it is the Big band styles which lend themselves best to the service band 
format; pieces like Glen Miller's In the Mood and Count Basie's Tuxedo Junction  are 
representative, often performed pieces.  Band Corps members prepare arrangements of 
medleys of big band tunes.  During my fieldwork we played one set called Original Big 
Band Hits, as arranged by soldier-musician Jeff Poole. 
Popular songs of the 'wartime favourite' kind, songs which typically present idealised or 
sentimentalised pictures of wartime places, times or people are played especially when 
retired military personnel are present.  'Now is the Hour', and 'The Road to Gundagai' are 
familiar examples.  'Waltzing Matilda' and 'Brown Slouch Hat' have been arranged as a 
march medley and adopted as the official march of the Australian Army. 
In addition to the musics already discussed, I record in my fieldnotes instances of the 
Kapooka Band playing Dixieland jazz, rap songs, comic songs and chamber music.  The rap 
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and comic songs were presented with dancing, costumes, props and acting.  One chamber 
music item which stirred the curiosity of audience members was the Little Fugue in G minor 
by J. S. Bach arranged for percussion ensemble.  
 
Concert programs 
From this array of repertoire soldier-musicians construct programs for their public concerts.  
Here their choice is constrained by their judgement of their audiences' preferences, and by 
their own preferences.  While they are careful to represent an ethos compatible with that of 
the army, it is here that the soldier-musicians are able to exercise some choice in what they 
play.  Several examples will illustrate the range of concerts the band is able to present.  The 
band's Christmas Concert of 1989 included a fanfare of a military character, arrangements of 
Christmas carols with audience participation, a trombone quartet, arrangements of popular 
songs, an entertaining xylophone duet, jazz tunes and arrangements of popular classics.  A 
program called 'Auf Wiedersehen KATE' incorporated pieces with a German connection as 
the concert was a benefit to the Kooringal (High School's) Arts Tour of Europe (KATE) in 
1990.  Programs of concerts with particular genres of music as their themes include a 'Big 
Band Spectacular' in 1991, a 'Just Jazz' concert in 1993 and several Chamber Music concerts 
in 1983 and 1984.  
[Appendix Item 17: A set of Kapooka Band repertoire lists in the form of library, 
concert and recording programs] 
 
Such eclecticism precludes anything beyond a scant regard for stylistic authenticity in 
musics of styles unlike military musics.  Rather, it leads towards the development of an 
eclectic, homogeneous, military band style.  The bands play musics from a range of 
traditions, but in a military band style.  While the soldier-musicians resist this convergence 
towards a military band style, and try to retain as much of the stylistic integrity of various 
musics as they are able, their effort are only partially successful.   
In the next section I present discussions with several soldier-musicians about the dynamics 
of this convergence and their efforts to resist it. 
 
A soldier-musician's tale: 'That is what we aim at'  
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Captain Ian raised the question of how well soldier-musicians are able to change from style 
to style.  I pursued this matter with him because I wondered how well they might be able to 
resist stylistic characteristics of military ceremonial music performance influencing their 
performance of other musics.  I discussed this challenge particularly in relation to two of the 
band's Wagga Wagga Civic Theatre concerts with the classical pianist Mark McGee because 
Ian had told me that these concerts had been a highlight of his career and because the styles 
of music were quite unlike most of the band's repertoire.  McGee was the piano soloist in 
Gershwin's Rhapsody in Blue and the Piano Concerto of Grieg and the second and third 
movements of Beethoven's Piano Concerto No. 5.  In these works the band played 
transcriptions of the orchestral parts.  Ian had told me of the difficulty of playing rubato (the 
deliberate slowing and quickening of the tempo of a piece), in order to gain expressive 
quality.  As much military music, march music and big band jazz typically has a very 
regular pulse and an unchanging tempo, rubato is unfamiliar to soldier-musicians.  While the 
solo bugle and trumpet calls often use rubato, ensemble military styles seldom do.  Ian was 
ambivalent when he discussed the success with which the soldier-musicians met this 
challenge.  His ambivalence, I sense, was between his recognition of the soldier-musicians' 
stylistic versatility and, conversely, the inevitable limitations to this versatility.  He said:  
 ... and that's probably reflected in the ability of musicians.  Another simple analogy would 
be to be going from playing rock and roll music to playing jazz music.  There is an 
adjustment there that has got to be made.  It really is virtually the same as going from 
traditional music to classical music.  Yes, I don't really - because we do cover a fair bit of 
that these days and that particular instance in Wagga, we just hadn't done anything in that 
serious music vein with a pianist of Mark McGee's calibre.  So we needed a bit of 
adjustment there to come up with that but I think we coped with that pretty well.  Musicians 
can cope with those sort of changes easily enough. 
Later Lieutenant Joe discussed this challenge to the soldier-musicians when I asked him 
how working in the military affected the performance style of the band.  He said: 
Well, I suppose generally we are tied to playing military music; it is different for different 
bands [of the Band Corps].  Just look at this band here [the Kapooka Band].  Because they 
are doing so much parade work they are required to play tunes that are easy to march to, for 
instance. They play a lot of that sort of music.  For instance most of what they play is 
marching music. 
Joe was equivocal when I asked whether he thought that being in a military band influenced 
the style in which musicians played, for instance, swing music.  Like Ian, he was torn 
between the ideal of changing easily and convincingly from one style to another, and 
recognising the limitations to the soldier-musicians' versatility.  He began by musing on the 
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question with the comment 'No, I don't think there are any constraints in that way'.  Our 
conversation explored the stylistic challenge inherent in the wide range of musics played by 
the band: 
Question:  So they [the soldier-musicians] are able to divorce their military style of playing 
from their concert style? 
Joe:  Yes, I think so.  That is what we aim at; to be versatile in such a wide range of music.  
We tend to try and make them play in a style that is appropriate to the music. 
Question: The BSM told me the other night, just socially, that he thought that one of the 
main challenges of his life as a trumpet player in the band was the requirement to be able to 
switch styles very quickly. 
Joe:  Yes, that is something that you have to keep at the young guys to do.  They don't really 
think of it that way.  They think they are just playing saxophone for instance.  I don't know 
why I thought of saxophone, I just did. 
Question:  So if they were to manage that inexpertly - the change from military to swing 
style - there could be a problem in changing from one style to the other I guess, in that the 
swing style might become more ... 
Joe:  Yes, the big band or swing band style of saxophone would be very different from what 
you'd play in a march so they do have to be conscious of that ... 
 
Reflection: 'That is what we aim at' 
As I have shown, the soldier-musicians of the Kapooka Band have a core repertoire of 
military music, and a repertoire of other European styles.  Joe's and Ian's comments suggest 
that the question How do the soldier-musicians meet the challenge of playing their non-
military repertoire? is central to the military band culture.  A short answer to this question is 
that they play these musics from their own cultural perspective as military musicians.  But 
this short answer requires elaboration if we are to understand something of the nature of the 
process by which the world view of the soldier-musicians is shaped by, and reflected in, 
their performance of music.   
Few musicians in the West have played the musics of more than one tradition equally well, 
because musical genres are cultural artefacts and to play them with stylistic authenticity 
requires an understanding of the culture of which the music is part.  There are notable 
exceptions; for example the American trumpeter Wynton Marsalis is renowned for his 
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ability to play jazz as a leading innovator, and is also able to play Western 'classical' music 
as an acknowledged virtuoso.  Yet Marsalis expresses a commitment to his culture and has 
thus determined to devote most of his time to his jazz work; he embraces jazz as the music 
of his Afro-American culture.  He explains to his audiences that while he is pleased to play 
Western art music, his main music is jazz, because it is the music of his people.  Of course, 
in jazz Marsalis is a composer, arranger and improviser, as well as an interpreter of other 
people's music; he has a more complete ownership of the music.  In classical music he is an 
interpreter of the compositions of others only.  By implication, he is loath to claim that he 
can properly represent the culture of European people. 
Playing military band instruments in a core repertoire of marches and ceremonial music in 
outdoor contexts is bound to have an effect on other musical styles played by the band.  This 
is evidenced by both logic and by the aural evidence.  Logically, it is difficult to represent 
on one instrument the nuances of another; while wind and percussion instruments have their 
own characteristic qualities, they are unable to represent other instruments convincingly.  
This obvious technical problem is but the tip of an interpretive musical iceberg.  Musicians 
who have spent considerable time in school and community bands, and who join the army to 
perform a similar repertoire, are bound to play with articulations appropriate to the 
projection of the sound across large areas of space; this requires a sharp articulation of the 
beginning of notes and an emphasis on very marked rhythmic accents.  Similarly, their 
experience in musics with military band antecedents and influences like jazz, stage, concert 
and 'big band', require sharp articulation, marked accent, and tight ensemble playing.  The 
history of jazz, especially in pre-jazz, early jazz and the big band eras is strongly influenced 
by military bands.  In the American south many of the jazz pioneers learnt to play in 
marching bands, and the marching band tradition is still honoured in New Orleans and in 
places where early jazz is valued.  It is no accident that Glenn Miller's band during the 
Second World War became an Air Force band, and it can be argued that the Miller band and 
the other 'big bands' are para-military bands because they have similar instrumentation, their 
music is of duple and quadruple meters, uses march-like rhythms, and they have a tendency 
to 'heroic' styles of playing especially in faster repertoire.  The dialectic between jazz and 
military music is further evidenced by the frequent use of march tunes in jazz repertoire; for 
example, the march High Society was a mainstay of the repertoire in the 1920s, South 
Rampart Street Parade was a favourite of the 1930s and When the Saints Go Marching In  
remains in the repertoire of jazz bands and is one of numerous jazz tunes which have been 
adopted as marches by military bands.  Some jazz styles, it follows, attract military 
musicians.   
Just as there is an ongoing dialectic between jazz and military musics, there are dialectics 
between jazz and television, and film and theatre musics.  These dialectics are, however, 
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selective.  It is less apparent particularly between military music and improvised jazz styles 
and 'classical' musics of the Western tradition.  Soldier-musicians are usually less adept at 
jazz improvisation than they are at reading jazz arrangements.  They are less able to play 
classical music styles which depend on string colour, and in particular string colour which 
employs harmonics and special bowing techniques, and rubato expression.  Their preferred 
styles are characterised by a regular metre, marked rhythms and constant tempi, 
characteristics which are part of the military music tradition too.  Wind instrumentalists find 
it difficult to play, for endurance reasons, music of symphonic length.  I can thus posit the 
proposition that the Kapooka Band is adept at military ceremonial music, and musics which 
are stylistically close to this core repertoire style; they find it more difficult to play 
convincingly musics stylistically distant from military music.   
This stylistic convergence tendency is of course apparent in all music ensembles; the usually 
unacknowledged wonder of the military band is that, despite this tendency, it is so 
stylistically eclectic.  Military musicians are right to defend stylistic versatility as a great 
strength, although their defence is redundant because their case is so obvious.  Of course, it 
is problematic that in the commonly accepted hierarchies of musical styles in Western 
society, those played most authentically by military bands fall at the lower end.  While the 
string quartet and the symphony orchestra sit at the higher end of the hierarchy neither of 
these ensembles display the stylistic versatility of military bands.  Of course there is no 
argument that string quartets play expressively and with great virtuosity.  This is their 
strength and it has attracted talented composers to write for them.  String quartets are not 
inclined to be defensive that their repertoire range is not as wide as that of military bands, 
rather they revel in their expressive range and technical virtuosity.  An ability to play all 
kinds of music with a high degree of technical, or craft, virtuosity is an often demonstrated 
and unique strength of military bands. 
Military bands have a military band culture which includes a military band performance 
style which they impart to all the music they play.  The performance characteristics of 
ceremonial musics do impose stylistic characteristics on all of their repertoire.  A similar 
example of stylistic convergence is apparent in the work of the Kronos Quartet, a string 
quartet which performs music from a range of cultures.  The Kronos Quartet, despite its 
admirable expressive versatility, imparts a string quartet performance style when it plays, for 
instance, the music of the rock and roll musician John Hendrix.  To its credit, the Kronos 
Quartet exhibits a high regard for the essential character of Hendrix' music but it brings to it 
a 'Kronos', string quartet, character.  The Kronos Quartet's stringed instrument medium is at 
the top of the culturally constructed hierarchy of musical styles, while the Kapooka Band 
understands, and is defensive about, society's perception that they are at the less favoured 
end of the hierarchy.  These cultural constructs have long and vigorous historical 
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antecedents.  Consequently, Kapooka soldier-musicians strive to move towards the higher 
end of the hierarchy, toward Becker's art end of the craft/art continuum.  They express high 
regard for classical music; witness the Mark McGee concert with its repertoire of Gershwin 
and Rachmaninov.  Some individuals express a desire to play improvised jazz styles, styles 
which they perceive to be more artistic than written ones. 
This hierarchy of musical styles is an ideological context within which musicians develop 
their world views. 
 
 
 
 
Musical style 
Hierarchy of styles 
Middleton (1990) presents a cogently argued sociological case that, in the Western world, 
'classical' music has been elevated to a position of esteem and other musics relegated lower 
on a hierarchy of styles.  This cultural ranking is reflected in the work of musicologists who 
have, with few exceptions, avoided the study of popular music.  The language of 
musicology, and the list of what musicologists study, in fact have the effect of excluding 
popular music from their ambit.  For instance harmonic progression, so critical to classical 
music, rather than timbre and articulation, the very stuff of popular musics, has gained 
critical attention (pp. 103-126).  Roberts (1991a), cites evidence which supports Middleton's 
argument. He demonstrates that Canadian University Schools of Music students hold 
symphony orchestras in higher regard than bands of any kind (p. 74), that students' 
knowledge of popular styles goes unnoticed by staff, and that there is a clear implied 
superiority of knowledge about Bach and Beethoven and the other 'classical masters' (p. 
131).  Further, Canadian music academics not only ignore popular musical styles but they 
lack respect for them (p. 138).  Within styles there are hierarchies of instrumental 
preferences.  Roberts shows how violin and piano take precedence over other instruments.  
My data shows that Middleton's and Robert's arguments are parallelled in the soldier-
musician culture, but that here there is a more complex hierarchy of stylistic preferences 
because of the very fact that military musicians enter the army with an array of stylistic 
preferences and then, in the army, play such a wide range of styles.  Some have strong 
orientations towards jazz musics, others towards 'classical' genres and others to 
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contemporary popular musics.  They then have preferred styles within these genres.  Despite 
this complexity of stylistic preferences, they seem to hold European classical musics and 
improvised jazz in highest regard.   
More than any other ensemble the army brings together musicians of diverse and eclectic 
backgrounds.  For instance Gary was an enthusiastic jazz saxophonist.  Dean, the vocalist, 
preferred ballad and popular vocal styles while, as we have seen, Captain Ian was at home in 
a range of light orchestral and popular jazz styles.  Lieutenant Joe excelled in brass band 
solo competition repertoire.  Glen Smith was aggressively enthusiastic about 'classical' 
music.  In chapter 8  I argued that the tension between Nola and Mark was in part an 
outcome of the fact that each had specific stylistic skills; Nola was accomplished in playing 
modern popular music styles, while Mark was equally accomplished in a 'straight' style, a 
style of band playing akin to orchestral classical music.  Yet Nola herself was committed to 
developing her orchestral 'cello playing skills and this seems to have aggravated the tension 
as it brought her into Mark's special stylistic area.  In Western music the stringed 
instruments, as we see in Roberts' (1991a) research are placed at the top of the instrument 
hierarchy.  Musical folk lore has it that trombonists are 'cellists who inadvertently chose an 
inferior substitute instrument.  Here then, Nola's developing skills as a 'cellist eroded Mark's 
authority as a 'straight' musician. 
It is most noticeable here that military musicians generally tend not to be highly committed 
to any particular genre in the way that, say, traditional jazz musicians or 'authentic' 
performers of baroque styles often are: their work simply precludes the development of 
highly specialised performance styles.  Exceptions to this general observation are few: they 
include special 'stars' like Ed Wilson who has recognised skills as a jazz musician, and 
Donald Cant who is well known as a performer in civilian music theatre and light opera.  
Other individuals are ideologically committed to 'classical' styles and hold up the sensitivity 
of performance required in that genre as a model for the Kapooka Band. 
Hence, in order to understand the effect of the soldier-musicians' perception of their music 
as belonging to the lower end of a stylistic hierarchy, it is useful to ask: How are these 
hierarchies developed and maintained?   
Reflection on this question will enhance our understanding of the effect of musical 
repertoire on the construction of the soldier-musicians' world views. 
 
Hegemony of styles  
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The soldier-musicians perceive a pecking order of musical style and of the musicians who 
play them.  In chapter 9 we saw Captain Ian show disdain for Scottish styles and the soldier-
musicians, taking their cue from him, adopted similar attitudes.  Following Swanwick 
(1988) I have developed an explanation of some of the forces which shape the stylistic 
preferences of the soldier-musicians of the Kapooka Band.  To construct this explanation I 
will revisit my chapter 10 story of the Beating of the Retreat ceremony where Kapooka 
Band, the RMC Band and the Scottish pipe bands working together, and Captain Ian's 
account of the 'classical' concert with pianist Mark McGee.  Captain Ian's disdain for 
Scottish music stems from the following qualities of that music:  
a) it employs strange tonal qualities and strange tunings; 
b) the players are amateurs and thus do not remember the musical, marching and drill routines 
as well as the 'professional' soldier-musicians, therefore they require more parade ground 
rehearsal; 
c) the pipers represent a strange 'folk culture' and are thus intruders onto the territory of 
schooled musicians; 
d) they march at a slower pace which makes it difficult for the military band to work together 
with them;  
e) they do not speak 'musicians' language'; and 
f) their music is harmonically, rhythmically, and structurally obvious. 
On the other hand the Kapooka Band members relished the opportunity to play with the RMC 
Band because, it seemed that: 
a) soldier-musicians like to play, on occasion at least, in a massed military band format; 
b) there are some firm friendships between members of these two Band Corps bands; 
c) playing with new colleagues presents a new motivation to play well; 
d) there are some accomplished musicians in the RMC Band and to play beside them was a 
desirable experience. 
While Captain Ian spoke (in chapter 9) of the rich rewards he found in playing a concert of 
marches, film and television music, and popular music to a small country audience at 
Batlow, in another interview he told me of the rich rewards of playing a more 'classical' 
repertoire with pianist McGee.  Ian told me that this concert was demanding and rewarding.  
I asked him to list the things that made it demanding.  Our conversation proceeded: 
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Ian: That's a good question.  Well ... Its really variations and everything; that was a start.  
Working with a pianist is something we don't normally do.  That made it difficult ... Because 
we tend to be very, very strict with our time and we don't rubato as much as someone else 
might.  Mark, and I think any concert pianist, particularly when their performance is 
primarily by themself, isn't as rigid in time frames as we [in the Kapooka Band] are and we 
had to make necessary adjustments to that ... That made it difficult ... The length of the piece 
... it required concentration for such a long period of time ... Not just five or six minutes but 
fourteen or sixteen minutes.. I can't remember how long it was ... But that level of 
concentration for that amount of time ... 
Question:  So, the concert was made difficult or ... challenging because of the quality of 
music ... Was the presentation particularly difficult, or easy ... 
Ian: No.  It was easier that normal because we didn't do the ... Performing seals type act ... 
We sat and we played ... At the end of the piece we stood up.  It was intense because it was 
harder ... In a way it gave a converse reaction to the audience who are used to seeing us as 
smiling, laughing and enjoying ourselves [in public concerts].  This time they saw us 
working very hard  ... Which added to the satisfaction of everyone else. 
Question:  Could you say here just what it was the band did in that performance that made it 
a good performance, from your point of view? 
Ian:  ... They achieved a standard that we hoped we could get to when we first started ... It 
really is as simple as that. 
Question:  You mentioned the length of concentration, the difficulty of the piece, the music 
and the piece that has rubato and changes of tempo and what not ... The band ... found that 
unusual ... I gathered and ... were able to meet the challenge. 
Ian: Yes ... Adapt to the change ... Yeah, and accept the challenge ... and defeat it. 
 
Technique versus expression 
Dichotomies such as technique-or-expression, craft-or-art, and soldier-or-musician are 
conceptual continua which provide useful frameworks from which to theorise music 
performances and music cultures.  Kapooka Band soldier-musicians I argue, strive to move 
their performances towards the expressive, artistic, musical ends of these continua, but their 
work tasks sit at the technical, soldierly ends; the craft ends.  They are concerned 
simultaneously and holistically with technique and expression, and with the craft and art of 
music. 
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The emphasis in most Kapooka Band rehearsals is on technical, craft matters of musical 
accuracy.  At rehearsal most attention is given to getting the right notes, to playing the 
correct articulation, to tuning, tone quality, tempo, dynamics and balance.  Soldier-
musicians are encouraged to develop technical proficiency on their instruments, to learn to 
transpose, conduct, arrange and manage people and equipment.  In rehearsals, expressive or 
artistic considerations take second place, though there is much evidence of a persistent 
desire to improve the artistic expression of the performances.  This desire was particularly 
evident when recording the CD, or preparing an important public concert, or most 
interestingly, in military ceremonial performances of particular significance.   
The relationship of technique to expression is a vexed question in Western music.  Roberts' 
(1991a) research shows that Canadian music students viewed musical accomplishment 
almost solely in terms of technique (pp. 125-126).  Even the first trumpet of the Vienna 
Philharmonic Orchestra, an orchestra whose artistic achievement is universally recognised 
as a model of high artistic achievement, expresses a desire to play more expressively.  'My 
fondest dream,' he said 'would be to get beyond perfectionism.  The music is still the 
important thing, and the enjoyment it brings is still the same.  I would like very much to be 
able to play without stress, to know that a crack is not such a big deal' (Brenner & Muller-
Guttenbrunn 1992, p. 73).   
The reasons for this craft emphasis in soldier-musicians' work are complex, interdependent, 
and are directly related to their work tasks.  In summary, the reasons are: 
• the soldier-musicians believe that without technical accuracy, expressive performance is not 
possible.  This is characteristic is probably true of most Western music cultures; 
• the army regards the band as a unit of soldiers, and it views all soldiers as craftspeople 
rather than artists.  The army retains the band to play in a functional capacity to meet the 
army's requirements; 
• in this functional capacity the soldier-musicians perform at a great many engagements.  
Artistic refinement is thus necessarily of secondary importance to learning the repertoire and 
playing the engagements; 
• some of the soldier-musicians have comparatively limited experience as performers and 
some do not have high levels of either technical, ensemble or expressive musical skills.  
They typically join the army straight from school or a year or two later, and the entry level is 
set at about Grade 4 of the Australian Music Examination Board's (AMEB) levels.  While 
some soldier-musicians play at standards far above this, the quality of the performance is 
moderated by the less accomplished players; 
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• the turnover of members of the bands is high; typically a quarter to a third of the 
membership changes each December.  This necessitates an emphasis on achieving ensemble 
balance and cohesion afresh each year; 
• in Western music generally, expressive performance is characteristically confused with 
technical excellence, or, put more charitably, it is at least true that expressive salvation is 
sought through technical excellence.   
The technique-or-expression dichotomy and the craft-or-art dichotomies are parallels to the 
soldier-or-musician dichotomy.  The army sees the soldier-musicians as craftspeople who 
require sufficient technical accomplishment to function as soldiers who play instruments.  
Conversely, the soldier-musicians seek to attain more expressive, artistic, musical goals as 
musicians who are in the army.  The army is unequivocal about its requirements.  In 
discussing Nola's future Lieutenant Joe said ' ... the army will be happy with Nola's 
[trombone] work if she keeps up what she is doing now, but Nola may wish to improve for 
her own sake'.  Joe expressed the opinion that Nola's interest in, 'cello playing, singing, 
musical comedy, arranging, and conducting, may be so wide as to deflect her from pursuing 
the higher trombone goals which he personally hoped she would achieve.  Nola's wider 
interests would, of course, better equip her in the craftsperson sense and would better enable 
her to meet the army's public relations requirements in public concerts. 
Lieutenant-Colonel Tony was similarly unambiguous about what the army expects of 
soldier-musicians when he discussed with me the courses and examinations at the Defence 
Forces School of Music:  
We have analysed the job at all levels and we build a syllabus around that so that we teach 
what is required in the most economic time frame and we examine with the viewpoint that 
we are employing these people and what they do is what they are going to do for us when 
they get out [of the school]. 
Lieutenant-Colonel Tony has a number of titles, one of which is 'training adviser'.  
Similarly, the head of the Defence Force School of Music is called 'Chief Instructor, 
Defence Force School of Music'.  The teachers at the School of Music are called 
'instructors'.  There is no artistic director in the Band Corps.  
The army in fact requires little more than technical accuracy in performance to meet its 
ceremonial needs; any expressive qualities above this technical accuracy, whether it be in 
ceremonial music or in the concert repertoire chosen by the musicians themselves, is a 
bonus.  In short, the army demands good craft skills and the soldier-musicians strive to go 
beyond this to develop a higher level of artistic performance.   
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A soldier-musician's tale: 'Everybody's got a different interpretation of the 
soul' 
I have identified BSM Keith Walker as the epitome of the soldier-musician; he is recognised 
by the army as an excellent soldier and he is recognised by his colleagues as a fine 
trumpeter.  He is also able to reflect on his performance, and the performances of the 
soldier-musicians in a way that enables us to better understand the relationship of technique, 
expression and context, and the relationship of craft skill to artistic expression in the work of 
soldier-musicians.  To finish the chapter I will cite a section of a transcript of an interview 
with Keith.  Keith's thoughts clearly show the holistic nature of the musical experience: 
Keith:  I don't think you can feel - you can feel the emotion because you know you've got to 
play.  I look at it this way.  You've got to play a bugle call and it's got to reflect the 
ceremony that's going on.  So if it's a bugle call to get out of bed, it's got to be bright and 
lively.  If it's a bugle call like the Last Post virtually you're playing a lament to the fallen and 
I honestly believe it's got to be played in a dignified manner.  It shouldn't be played as a 
dirge, too slow.  You can't make a symphony out of it, and you can't make it too short.  It's 
got to be just right.  Now everybody approaches that differently but I always think that it's 
got to make a statement and I don't think that it should be that bad that it should bring people 
to tears.  It should make them feel very proud and patriotic.  As I said 'dignified', and it's a 
lament at the same time.  If you're doing something that's - you're bringing the flag down for 
instance - you're playing Retreat you should be playing a call that is a very stirring, is 
patriotic and it makes people want to stand there and salute the flag instead of just playing a 
piece of music with notes in it, and hope they'll get the flag down in a hurry so you can go 
home.  You're going to be there.  You should be putting in quality time on your instrument 
and doing the job and you should be doing it so that people respect the ceremony [that] is 
going on and they also have respect for the band of course.  They say 'Wow that's very, 
totally professional and it sounds like it'.  Every time you play an instrument, you're making 
a statement, you're making a personal statement and if your personal statement is sloppy, it 
says a lot about the character of yourself or your personal character, doesn't it? 
Question:  How much room is there for interpretation when you're playing ceremonial 
music?  Does the military have some kind of standard that you aim for, or some type of 
perfect performance or is - there's a fair bit of interpretation? 
Keith: No, no.  We generally play to the best of our ability.  I'm talking marches and 
things like that.  There is no individual interpretation.  We all have to play the one standard.  
We always play to the best of our ability hoping there will be no mistakes but we are all 
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human and people do make mistakes.  I mean if I make a mistake, believe me, it's generally 
a ripper, it's generally pretty loud and everybody knows about it because it's, that's what it's 
like to be a principal or a lead player but in playing a bugle call, you can put, when you're 
playing anything that's solo, you can be a little bit more flexible.  You can inject a little bit 
of yourself into it but you can't go overboard. 
Question:  The army might specify the tempo and specify very exactly things like dynamics 
and so forth in a bugle call? 
Keith:  No, no.  That's a personal thing.  The only thing I would say to anybody if you know, 
well, the only comment I would pass, if they were to make it too long.  If I thought it too 
long [slow?], or too fast or too impersonal and if they were playing wrong notes or their 
pitching was quite bad, I would take them off and put somebody on who could pitch.  We've 
never, we try very hard never to put people in that situation if they're not ready for the job 
and let's face it, we all have to go through certain stages of development and you know, we 
can't all be world beaters, if we were and I mean, I guess we wouldn't be here.  One of my 
statements to the recruits in the bands always has been, always will be 'we're all only half as 
good as we think we are'.  You know ... 'cause we get a lot of publicity and we tend to 
believe the publicity but a lot of the publicity is put out by people who don't really know 
much about music.  So they say that such and such a band is fantastic and everything and all 
of a sudden you've got these young kids coming in from school or wherever and they believe 
it.  You can't do that.  You've - 'cause once you do that, after about four or five years the rot 
sets in and you think you're really the world's best and it psychologically slows you down 
and you stop practising as much and you've got to strive to practise as much as possible if 
you want to be a professional musician.  You just don't stop. 
Question:  Keith, when you're playing the trumpet with a really good band, on a really good 
day for you, what goes on in your mind and your body as you're playing? 
Keith: Nothing.  Just lots of pure adrenalin and it's like you, it's like you - you're just on a 
high - everything's clicking and you're thinking to yourself, why can't the rest of my life be 
like this?  Why wasn't the first part of my life like this.  I guess if you're into [...] like I do a 
lot of water skiing and sailing and it's like getting on a sailing boat and getting everything 
going and you're moving along at - not a fast speed - but everything is right, technically 
right and it's happening, and you're thinking 'Wow this is fantastic'.  Life should have always 
been like this. 
Question:  Do you feel as though you're working hard? 
Keith:  No.  No way.  You know you're working hard but you don't feel it.  You're always 
working hard [...] but it's so easy because what you're normally doing is - the difference is - 
  256 
when you play in a band that's not quite up that high - you're working hard and it hurts, and 
you can feel it, and you know you're working hard because you're trying to either lift other 
people, to inspire them or you're just not, people aren't listening and you're just not getting 
out of it what you should be getting out of it.  When everybody's playing and contributing 
and the whole thing ... it's a breeze ... you're floating on air ... and you're thinking 'I don't 
want to get off this cloud, you know, don't stop the music, don't take the coda.  We'd just 
keep going round and round'. 
Question:  I remember when you were at Wagga ... I didn't hear you play a lot because you 
were BSM, but at the Christmas Concert, I remember you stood up and played a very simple 
Christmas carol during a medley of Christmas songs. 
Keith:  I don't remember that. 
Question:  I was going to ask you about that because ... it was such an apparently simple 
tune, but you played it so lyrically that it was, I thought, a very good example of trumpet 
playing. 
Keith:  Bix Beiderbecke is accredited to making the statement that '... it takes a better man to 
play a tune simply and to make a statement than it does to ad lib and put a thousand notes 
in,' and I've always said to people - to the kids - it's no good learning to do improvisation if 
you can't play the tune.  It's the same with drums.  You see it so many times with kids these 
days.  You give a big kit of drums and all they want to do is play the lot.  When I learnt 
drums many years ago, people couldn't afford big kits of drums so you started off, you had a 
little snare drum, and bass drum, a hi-hat and a cymbal.  And some of the best jazz 
drummers that I know of in the world don't really need the tom toms because - it comes back 
to learning the basics.  If you learn the basics, you'll - they're with you for life and you go 
back over them and reaffirm things.   
I know all the top trumpet players in the world go back to scratch every now and again and 
start again.  I'm reassessing my situation at the moment.  I'm just going through the stage 
where I'm learning to play soft again.  We tend to play loud but we lose our facility to play 
soft sometimes and when you get to my age, tonguing goes.  You have to be very aware of 
that.  But, to play a simple tune and play it in the style, or a style ... generally to play in the 
style that it should be played in, it's very difficult and people think you just stand up there 
and put the valves down, or the fingers in the right place, and the sound comes out and that's 
all there is to it.  There's much more - that's where it starts.  I like to have a preconceived 
idea of what I'm going to do and I try very, very hard that when I play anything, to play 
fractionally different.  That keeps me alive because you can imagine that if you play  
Colonel Bogey  like I have over the last 30 years.  I suppose I have played it a good three or 
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four hundred times, it can get very boring but every time I play it, not play it differently, but 
just play it better and never let the standard drop because you've played it a lot of times.  It's 
very important to learn to play simple things.  Anybody can throw a lot of notes in a bar and 
wiggle their valves and things like that and - that comes later ... I get to play a lot of ad lib 
solos.  Sometimes I stand up there - it is nice to play something and not do anything with it 
and just play it straight and put more soul into it.  Everybody's got a different interpretation 
of the soul. 
 
Summary 
In this chapter I have presented an overview of the music repertoire and reflected on a 
number of propositions about music and music making in the Kapooka Band.  My 
reflections suggest that the prospect of a life in music making entices musicians to join the 
Band Corps of the Australian Army, yet they soon find that not all of the music they are 
required to play is equally rewarding.  They enjoy most their work in their public relations 
performances which are, in effect, a 'trade off' for the provision of military ceremonial 
music.  They prefer musical performances which lie towards the 'art' end of Becker's (1982) 
craft-art continuum and, like musicians in other contexts, they establish hierarchies of 
stylistic preferences.  Because the soldier-musicians have a range of stylistic orientations 
before they join the army, and because in the army they are required to play an eclectic 
range of musical styles, their stylistic hierarchy is probably more complex and more diffuse 
than that of other music cultures.  Their performance style in all genres tends to converge 
towards that of military music, the music they play most often. 
The character of the musical styles performed by the soldier-musicians and the place of 
these styles on the perceived hierarchy of Western musics is a powerful aesthetic context in 
which soldier-musicians' world views are constructed.  This context is characterised by 
tensions between the army's musical requirements and the musical preferences of the 
soldier-musicians.   
Becker's (1982) craft-art continuum is a particularly useful theoretical framework in which 
to examine military music and the soldier-musicians' experience in playing it, because the 
continuum has approximate parallels in the persistent technique-expression dichotomy in 
discourse about Western music, and because it is paralleled in the soldier-musician 
dichotomy itself.  Nonetheless, an important understanding which emerged in this chapter is 
that of the holistic nature of the music making experience.   
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CHAPTER 12 
THEMES OF THE SOLDIER-MUSICIAN CULTURE 
 
Introduction 
Here in the final chapter I draw together the themes of my dissertation by positing some 
propositions about the processes and contexts within which the soldier-musicians' world 
views are constructed, present a summary of some common characteristics of soldier-
musicians' world views, and suggest a set of topics for further study. 
 
'Raid or parade?' 
In 1994 the Kapooka Band distributed a public relations wall calendar to colleagues within 
in the army and among the band's civilian contacts.  The calendar is modelled on the popular 
football, 'beefcake' calendars sold by newsagents.  Each of its twelve pages has the usual 
table of days and dates for the month and above it is a photograph of a band member.  The 
photographs symbolise a young, male culture, macho but musical. Even though women have 
been in the band since 1984, and in 1993 they represented more than a quarter of its 
membership, there are no female soldier-musicians on the calendar, though one of the 
soldier-musicians mentioned this 'oversight' to me and declared that the situation would be 
remedied 'next year'.   
The soldier-musicians chose the published photographs from a much larger set of proofs.  
Their choice demonstrates the centrality of the soldier-musician dichotomy in their lives.  
Mr June is dressed in a navy singlet and dark glasses, holds a trombone on one arm and 
carries a military rifle on the other.  Under the photograph the caption 'What do you mean, 
I'm sharp?' carries connotations of fashionable elegance (a 'sharp' dresser), efficiency with a 
rifle (a 'sharp' shooter) and the musical concept of playing above pitch.  Similarly, Mr 
September is naked to the waist and carries a euphonium and a rifle.  Under the photo is the 
caption 'Raid or parade'.  Both Mr June and Mr September have their names and the word 
'single' at the side of the photograph.  Mr December is dressed in football clothes, is 
crouched as in a rugby scrum and, where normally his arms would encircle the necks of his 
football team mates, here they encircle two large bass tubas.  His caption reads 'Tuba pack'.  
It is, though, Mr March who best encapsulates the essential dichotomy of the soldier-
musician.  He wears a military helmet and flack jacket, his upper body is smeared with mud, 
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his raised left fist is clenched in a victory gesture and he wades chest high in a river.  The 
image is that of stereotypical soldiers in action as portrayed in war films, but the stereotype 
is shattered by the incongruency of the saxophone Mr March holds above his head in his 
right hand, were we expect to see a military rifle.  His caption reads 'Wet sax'.  Mr March 
and his colleagues epitomise the 'Trained killers or creative artists?' dichotomy.   
 
[Appendix Item 18: The 1994 calendar photograph of Mr March, Corporal Peter 
Thomas: 'Raid or parade?' ] 
 
So germane is the soldier-musician dichotomy that I have taken it as a given in my 
dissertation.  My focus in addressing the soldier-musician dichotomy has been on the 
process of how the soldier-musicians address it.  The thesis of my dissertation begins with 
the word how; how the world views of the soldier-musicians of the Australian Army Band, 
Kapooka, are constructed in the context of their work in military music performance 
because it is an examination of this process of construction, the 'how' of social life, which I 
argued in chapter 4 is most likely to inform the themes I identified in chapter 6 and to 
illuminate the infinite complexity within and between these themes.   
It is now my task to draw together this study by positing a number of propositions about 
'how' the soldier-musicians' world views are constructed.  These propositions fall into four 
categories; Being a soldier-musician, Military music, The soldier-musician's world and The 
soldier-musician in society.   
 
Four sets of propositions 
Being a soldier-musician 
Audiences are often favourably impressed by the standards of music making achieved in 
Australian military bands.  In fact, when I discussed my plans to carry out a study of the 
Kapooka Band a prominent music educator said 'Do make sure that you find out how they 
learn to play so well.  Some of the bands do reach a really high standard'.  The evidence is 
that some fine music making is achieved by the bands of the Band Corps.  For instance, the 
Kapooka Band's 1989 CD recording contains some very competent performances, and 
recordings of other Band Corp Bands are of similarly high quality.  In posing her question 
my colleague was musing on the processes at work in moulding the skills of performing 
musicians.  My inescapable impression is that of the importance of a complex set of 
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intertwining processes which mould more than just a set of instrumental skills, in isolation 
from the rest of the soldier-musician's persona: they mould rather, in an holistic way, the 
personal and professional characteristics of individual soldier-musicians and those of the 
band as an ensemble. 
In identifying the factors in the process of becoming a soldier-musician, a number of 
propositions can be made.  The propositions are: 
Proposition 1:1:  Soldier-musicians are trained to do the work required by their employer.  
Their training in the army is not designed to develop imaginatively creative musicians, nor 
is it designed to prepare musicians for employment in other contexts.  The courses at the 
Defence Force School of Music are in the nature of a technical training course.  As we saw 
in chapter 5, the School of Music adopts the role of training military musicians from the 
Army Apprentices School.  Its Commanding Offer retains the title 'Chief Instructor'.  This 
apprenticeship model, and its concern for training for a job, characterises the work of the 
School of Music and the informal training processes at work in the Kapooka Band. 
The methods of instruction in music and in soldiering employed by the army have much in 
common.  Technical proficiency, industry, resourcefulness, and the attainment of explicit 
and measurable goals, characterise the training of army musicians.  While these 
characteristics are central to the attainment of the standards reached by soldier-musicians, 
they are also a constraint on their artistic, expressive potential; while the soldier-musician 
culture seems to consistently generate bands of good musical quality, the musical quality 
will not generally reach that of professional ensembles outside the military.  The military 
produces fine military bands, but not all of the soldier-musicians are well equipped for work 
in professional civilian music.  
Proposition 1:2:  The soldier-musicians hold the informal aspects of their training in higher 
esteem than they hold their formal training.  They regard the rehearsals and performances in 
the Kapooka Band, and their experiences in community and school bands, more highly than 
they do the formal lessons they received at the Defence Force School of Music, or in civilian 
life.  While some soldier-musicians cited fine teachers and high levels of individual 
instruction, they generally professed to have learnt their craft on the job.  Most valued the 
learning experience of making music, in ensemble, in the Band Corps bands. 
Proposition 1:3: Because soldier-musicians have highly developed perceptions of 
themselves as musicians, rather than as soldiers, problems emanating from the army's rank 
and discipline system may be more problematic in the Band Corp than in other units.  
Musicians are - along with other highly specialised people - one of the few groups of 
recruits assigned to a corps on entering the army; hence they are called 'Corps designated' 
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recruits.  Many soldier-musicians continue to play in amateur or professional civilian music 
groups while they are in the army thus their sense of being a musician  is maintained.   
In addition to this sense of identity as a musician, the small size of the band and the 
specialist skills of the soldier-musicians also mitigate against a successful rank system.  
While better musicians and people with charismatic authority emerge by default as leaders, 
irrespective of their rank, the rank system insists that the musicians conform to its formal 
patterns of authority.  Thus some individuals with specific characteristics and skills come to 
be irritants in the band setting. 
 
Military music 
The Band's military music repertoire, the primary requirement of the army, is a powerful 
agent in the moulding of the soldier-musicians' world views. Here three propositions are 
salient: 
Proposition 2:1:  While military music offers little aesthetic or intellectual stimulation it 
has strong associative meaning.  Bugle calls, field salutes and marches are the essentials of 
Western military music repertoire.  Christian hymns and popular songs about war, and times 
of war, are not the exclusive provenance of military bands, but they do form a staple of its 
repertoire.  This often performed, simple repertoire, designed as it is for easy accessibility 
and emotional persuasion, rather than to stimulate philosophical contemplation of a deeper 
kind, becomes a hackneyed repertoire.  Yet, in special ceremonial contexts, military music 
forges links with other symbolic codes to make very special meanings for the soldier-
musicians and their audience.  In Anzac Day settings across Australia for instance, settings 
themselves imbued with great symbolic significance, music intersects with movement, 
colour, shapes and other sounds.  Uniforms, accoutrements, flags, grooming, and weapons 
move and sound in symbolic agreement.  Personnel too have symbolic significance; political 
figures, veterans, widows, police, the ex-enemy, and patriotic citizens.  These concrete, 
visible and audible symbols connect with feelings and thoughts.  Media stories with their 
anecdotes, images and music, their maps of places sacred in the Australian patriotic 
tradition, memories of other parades and ceremonies, personal histories and private and 
public ideologies all intersect as people construct national identity and cultural myths.  Of 
the ceremony at Gallipoli in 1989, Sergeant Gary Poole said 'I think the music had real 
significance [on this occasion] ... as if it were written actually for this job', and for 
Lieutenant Colonel Tony Sillcock everyday military music became, in this special context, 
'beautiful'.  In ceremonial contexts military music rehearses the experience of social order 
and cohesion.  The music's regular, unequivocal, repetitive and symmetrical expressive 
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elements draw people together in shared experience.  Communal hymn singing, with vocal 
parts doubled by a military band, links religious, patriotic, and military values.  Bugle calls 
are experienced by audiences in a solemn and absolutely silent unanimity.  Hymns, marches 
and bugle calls focus thought and feeling in an unquestioned subscription to a set of values.  
Proposition 2:2: Military music is slow to change because it is used to reinforce essentially 
conservative cultural values.  Military music suggests overt connections with past, 
mythologised events in this reinforcement of strongly held, conservative ideologies.  The 
music suggests links to key events, people and memories of the past, and a set of values 
which might be seen as society's core values.  The repertoire for Anzac Day is now 'owned' 
by many younger people as well as by the veterans of 1915.  This is the essence of tradition.  
Yet, as society changes and the music remains essentially unchanged, new meanings accrete 
to the music.  For instance, the popular songs of the First World War celebrated the 
contemporary events of that distant time.  They now refer to things past, things remembered, 
however imperfectly, however embellished, however mythologised.  The acceptance of 
Turkish immigrants to Australia, and the acceptance, and indeed the celebration of 'Johnny 
Turk', as part of the Anzac tradition represents new values, so new versions of the Anzac 
myth are constructed as the recognition of the enemy's heroism meshes readily with the 
social change, brought by Australia's dynamic multicultural values.  But these new values 
are reinforced by the old music in military ceremony which acts in opposition to the 
inevitability of social change, and the music itself is slow to change, as it is used in this 
process of opposition.  
Proposition 2:3:  Although almost all of its repertoire is read from musical notation, the 
music culture of the Kapooka Band has some of the character of an oral/aural one.  While a 
small number of often-performed ceremonial items are memorised and a few jazz pieces 
require improvisation, most of the band's music is read from notation.  More importantly, 
considerable knowledge of unwritten performance conventions is essential for successful 
performances.  This knowledge includes knowing when to observe - and when to disregard - 
written indications such as repeats, da capo marks, 'cuts', 'until ready' vamps, and informal, 
unwritten, arrangements for the interpolation of passages of patter, humours skits, drum 
solos and other musical and extra-musical items.  Further, the instrumental parts of many 
pieces are poorly reproduced in small-sized copies of varying degrees of legibility and the 
band often observes hastily marked, or even unmarked cuts, repeats and interpolation signs.  
In these cases the players use the written part as an aid-to-memory rather than as an exact 
notation of the piece. 
 
The soldier-musicians' world 
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The soldier-musician culture is a cohesive, clearly delineated, self-contained social setting 
whose members 'belong' to the culture by virtue of their having enlisted in the army, 
undertaken its basic training course, accepted its ethos, studied at the Defence Force School 
of Music, and been designated to the Band Corp where they serve as highly specialised 
professionals of military music making.  They belong to what Becker (1982) characterises as 
a 'world', a social system whose characteristics are constructed by participants but which can 
outlive particular groups of people.  Finnegan (1989) adopts Becker's term to argue that 
musics may have a validity in their own right because the music is an essential and integral 
component of the 'worlds' to which they belong.  Following Becker, she demonstrates how 
musical performances depend on the collective activities of groups of people who inhabit 
what we may call a 'world'.  Because a number of people are involved in any art world, and 
as each brings their own, individual experience to that world, it follows that art worlds are 
likely to be neither completely concrete and coherent nor are they necessarily independent 
of other art worlds.  Musical worlds may overlap, people may belong to several different 
musical worlds and each world varies in its independence, its cohesion and the degree to 
which it is influenced by musical and non-musical 'inside' and 'outside' elements.  
Individuals within an art world may well dissent from a common view.  Finnegan detects 
some confusion in the meaning of the concept of a 'world' as it may mean either a musical 
style (with all its conventions of performance and composition and so on) or it may denote a 
group of people with a common purpose.  She suggests that it may even mean the world of 
an individual (pp. 180-189).  Thus Finnegan argues that the term needs to be used with care, 
because '... the term "world" becomes difficult to apply without the implications of 
coherence, concreteness, stability, comprehensiveness and autonomy which cluster around 
it' (p. 189).  We may accept Finnegan's reservations about the term 'world' in relation to her 
study of the community musicians in the city of Milton Keynes, because most of the groups 
gathered on a limited part-time basis, and many groups had shifting degrees of membership 
allegiance.  The term 'world' is, however, most appropriate to the Kapooka Band because the 
band exhibits, probably more than most musical ensembles, the characteristics of 
concreteness, stability of ethos (even though its membership changes frequently), 
boundedness and comprehensiveness; military bands are entities which are established by 
legislation, dressed in distinctive uniforms, permanently established, and bound by rules 
about their work and rules about their behaviour.  These characteristics impart to military 
bands a distinct quality of unity and these distinct and bounded entities linked with other 
military bands within the Band Corp, in other defence forces in Australia, and in other 
Western countries.  Wider national and international perceptions of a unified and bounded 
world are generated by occasional performances with bands from other services and from 
other countries, by the use of musical arrangements and compositions from other places and, 
most importantly, by the adherence to a common tradition stemming from the Prussian and 
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British military bands.  Each band is a world nested within a larger universe.  More that 
most musical groups, military bands are bounded 'worlds'. 
My third set of propositions pertain to the nature of the soldier-musicians' world. 
Proposition 3:1:  The Kapooka Band is a closely-knit, cohesive social unit within the 
similarly closely-knit Band Corp of the Australian Army.  This closeness is a product of a 
number of factors: the band members spend much time together in the one building; they 
work irregular hours and are often called upon to play at relatively short notice; they travel 
to performances in remote locations; they have several distinctive uniforms; their behavior is 
governed by strict, institutionalised rules; they perceive the soldiering side of their 
profession to be subject to persistent criticism on ethical grounds; their military music 
repertoire is ignored on aesthetic grounds: wind bands are often held in lower esteem than 
other musical ensembles; and they have little professional or social contact with other Army 
units.  Most importantly, they spend much time making music together - a process of close, 
continuous personal interaction.  Here, collective action in the making of music in the 
military context, generates a strong sense of 'mateship'.  Transfers (called 'postings' in the 
services) of soldier-musicians among the bands of the Band Corp are frequent; thus a 
perception of the Corp as a unified nation-wide body is generated.   
Despite the uniqueness of their 'world' and the specialised nature of their profession, soldier-
musicians share the everyday aspirations of other members of the community.  They yearn 
for good health, financial security and stable personal relationships.  They wish to be 
accepted as 'normal' community members by the civilian population. 
Proposition 3:2: The ethos of the Kapooka Band is music-centred. Band members, 
generally, have become soldiers in order to work as musicians.  When soldier-musicians join 
the army they have already begun to identify themselves as musicians.  They have begun to 
form a musicians' world view; they have begun to develop habits about practice, about 
attending band rehearsals, about listening and responding, about the rewards of improving 
their playing, about the desire to make a career of music, about the worth of music in their 
lives and in society.  Music has become a symbol of self; music helps to define for them a 
persona and a place in the scheme of things.  They have a knowledge of instrument and 
accessory brands and types, they know something of what it is that characterises fine players 
and they know who are the reputable players and teachers of their instrument.  Their musical 
skills and knowledge are symbol of their place in the world which sets them apart from the 
other soldiers.  This skill and knowledge is a source of pride, and it is a vehicle by which 
they escape from working-class jobs.  While some members see themselves as musicians in 
uniform and, at the other end of a continuum, some see themselves as soldiers who play 
music, all seem to find a personal focus in music.  For instance, much of their informal 
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discussion is about music rather than other aspects of soldiering, and there is a tension - a 
tension common, I believe, to musicians in Western cultures - between the repertoire 
demands of the employer, the demands of the audience and the musician's own musical 
preferences.  They construct a soldier-musician world view in a process of coalescence of 
the world views of the soldier and the musician.  Yet their identity as musicians remains 
strong. 
Proposition 3:3:  Many of the soldier-musicians have working-class backgrounds and so 
bring to the soldier-musician culture characteristics of working-class culture.  These class-
based characteristics include working-class modes of speech, an earthy sense of humour, a 
ready but cynical acceptance of authority, strong loyalties to the group, strong family values 
and craftsperson or guild values.  Successful soldier-musicians come from home, school 
and/or community environments which were supportive of their musical endeavours.   
Soldier-musicians typically have secondary school educational qualifications, and choose 
military music making from a range of skilled white, or blue collar sub-professional 
occupations.  They bring to music making a set of perceptions, attitudes and values which 
equip them to become highly skilled musical craftspersons.  Here, in a process of self-
selection, their attitudes are congruent with the military perception of music; a sense of 
music as craft reinforced by the performance of a range of ancillary, non-musical duties 
which includes the general maintenance of the Band Centre and its 'area', photographs and 
memorabilia, and the care with which they prepare their uniforms in the Band Centre's own 
laundry. 
Proposition 3:4: Entertainment is an important dimension in the band's work.  While their 
first responsibility is to play repertoire to meet the specialised demands of the army, beyond 
this the soldier-musicians develop programs which they feel will attract and entertain the 
band's civilian audience.  Popular songs, television themes, show tunes, jazz pieces and 
arrangements of well-known light orchestral works are known by the band to be favoured by 
its civilian audiences.  Band members develop comic patter, skits, sketches and dance 
routines in order to entertain popular audiences.  They much prefer to perform in 
circumstances which lend themselves to strong audience responses.  While the soldier-
musicians prefer the concert hall to the parade ground, they know that parade work may be 
construed as entertainment.  This is so even in the most solemn of performance contexts like 
Anzac Day ceremonies and the March Out Parade, but the entertainment dimensions become 
more overt at performances where no ritual function is intended.  The Beating of the Retreat 
is an example.  Here, and in some concert items where military drills, and calls and salutes 
are performed, solemn ceremony has been presented as entertainment.  It is, however, 
entertainment with an overt ideological dimension, and shares some meanings with those of 
functional ritual.  
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The soldier-musician in society 
The Australian Army retains a Band Corps in part to reinforce the army ethos in the army 
and in the wider community.  The Bands are, in this respect, public relations units.  This 
aspect of the band's work is summarised in two propositions:   
Proposition 4:1:  The Band acts as a powerful agent of cultural transmission within the 
army and between the army and society.  In the ceremonial component of the Basic Training 
program at Kapooka, the band reinforces the short but intense, formalised, socialisation 
process of recruits into Army life.  Similarly, the wider army ethos is moulded by symbol, 
ritual and the 'secret', specialised knowledge which is the soldier's provenance.  The Band is 
a powerful agent in the preservation and promulgation of this ethos.  Through its public 
ceremonial work and concerts, the band helps to shape public sentiment, and a set of values 
in the wider community.  It seeks to shape an enhanced public perception about the army. 
Proposition 4:2:  Soldier-musicians bring military values to civilian contexts when they 
perform in civilian ceremony, or when they play as members of community bands and other 
amateur and professional ensembles.  Military musicians and community bands have a close 
relationship in Australia.  Many brass and wind musicians in the Australian Broadcasting 
Commission orchestras and the opera and ballet orchestras have served as military 
musicians, and there are numerous family connections between musicians in civilian life and 
those in the Defence Force.  There is a long tradition of military musicians accepting work 
as music directors of community bands.  Good young musicians often leave community 
bands to join service bands, and service musicians return to community bands on retirement 
from the services.  Community bands function in community ceremonies as para-military 
musical ensembles and take service bands as their models: they share personnel, repertoire, 
uniforms and a hierarchical organisational structure.  Community bands act, I suspect, as a 
powerful reinforcement of military values in Australian society.   
 
The soldier-musicians' world views 
Soldier-musicians in the Kapooka Band have a highly developed sense of group loyalty, 
even though they are quick to express resentment toward 'the system'.  They accept direction 
from those in authority, yet express a healthy cynicism toward authority.  In short, the 
soldier-musicians tend to be unequivocally patriotic and loyal to people and ideas. Their 
loyalty may be characterised by a certain quality of naivety and by the authoritarianism that 
they themselves resent.  They tend to polarise ethical, moral and political matters; are 
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confident that they know what is right and wrong, and are inclined to hold opinions with 
unequivocal conviction.  These personal qualities, whether or not they were present before 
joining the army, are inevitably strengthened by the experience of working in a military 
ethos.  They guide the soldier-musicians' behaviour and, in tandem with the military ethos, 
they mould the soldier-musicians' world-views.  This world-view shapes the soldier-
musician's approach to music making and, in turn, military music and the military approach 
to music making become part of the social world which forms the soldier-musicians' world-
view.  This personality, the army ethos and the practice of military music making act in a 
continuing dialogue, a dialogue from which emerges the soldier-musicians' world-views. 
Yet these tendencies are not universal; it is as unhelpful to stereotype the soldier-musicians 
as it is to stereotype the members of any social group.  While military ideology, the 
formality of military life, and the practice of the soldiering profession inevitably mould the 
world-views of the soldier-musicians, the soldier-musicians, depending on their life 
experiences and the personal disposition which they bring to the military, are moulded by, 
succumb to, or to resist these pressures in various degrees, and in qualitatively different 
ways.  While I have identified a set of common characteristics in the soldier-musicians' 
world views, within this common view, individuals hold and act according to, a range of 
permutations of it. 
 
Themes for further development 
A plethora of tantalising questions about the life and work of military musicians has caught 
my attention in the course of this study; questions beyond the ambit of my study which I 
have put aside for other times or for other scholars.  These questions address the nature of 
music and the nature of war; the two seemingly disparate human activities of the work of 
soldier-musicians.  The questions fall into three sets: 
Firstly: what contribution have military musicians made to Australian music and culture?  A 
comprehensive history of military music in Australia is yet to be written.  While my chapter 
5 documents some historical developments pertinent to this study, it also highlights the 
paucity of knowledge about the Australian military music tradition. 
Secondly: a central problem in musicology is that of how music makes meaning.  My 
dissertation contributes to our understanding of this problem.  Musicologists might now 
pursue questions like: What are the essential characteristics of European military music?  
How does music with these characteristics mean what it means?  Are these meanings 
embodied in the sounds themselves, or are they culturally ascribed?  What is the relationship 
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between military music and non-military music in various historical and geographical 
settings? 
Thirdly: military sociologists might usefully pursue questions about the lived experience of 
military personnel in various units.  Answers to questions like: What is it like to be a combat 
soldier?  How do combat soldiers feel about their work?  In peace time?  At war? would 
enhance our understanding of the human quality of being a soldier.  This could lead to the 
development of more humane attitudes among soldiers and in society.  Similarly, a better 
understanding of the gener-based experience of men and women in military settings, could 
similarly encourage humane understandings among military personnel.  To this end I have 
recently completed a small study of gender-based experience of the members of the 
Kapooka Band in the period 1984 to 1994 (Bannister 1995b) 
In the end, naturalistic studies of military experience could serve, I believe, the cause of 
peace. 
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APPENDIX 
 
 
Item 1: The Kapooka Band establishment at 15 June 1989.      
 
Item 2: Three sections of Sillcock's (c. 1989) Introduction to the Australian Army Band 
Corps, viz; 
 
• Brief History of the Australian Army Band Corps;      
• Location of the Australian Army Band Corps units;     
• The Organisation of the Australian Army Band Corps.      
 
Item 3: Kapooka Band's engagement schedule September 1989.      
 
Item 4: Photocopy of sample fieldnotes with codings; Data for:  
 
• Chapter 7: The trombone studio; and      
• Chapter 9: My Story: Making a recording.      
 
Item 5: Photocopy of sample interview transcript with codings; paragraphs 2072 to 
2090.  Data for: 
  
• Chapter 9: A Soldier-Musician's Tale: 'I'm glad I joined the army': and     
• Chapter 11: A Soldier-Musician's Tale: 'Everybody's got a different 
interpretation of the soul'.      
 
Item 6: The model of the 'Royal (sic) Marine Drummer: First Fleet 1788' in Meares 
House, Defence Force School of Music, Watsonia, Victoria.   
 
Item 7: Quinn's (c. 1988) The History of the First Recruit Training Battalion Band.      
 
Item 8: West Wyalong Concert - 4 Nov (1989) (Concert and parade program).      
 
Item 9: Kapooka training area (Map).      
 
Item 10: Two Kapooka Military Area Scenes: 
 
• Company headquarters, administration and recruit accommodation 
buildings;      
• A corner of the Parade Ground.      
 
Item 11: Photographs of the Shelton Band Centre: 
 
• Annual photographs of the Kapooka Band from 1951 to the present;      
• Drummers' equipment, in the foyer, ready to go;      
• Pith elements as flower pots;       
• Mementos in a foyer display;      
• Inside the trombone studio;      
• Inside the saxophone studio;      
• Sergeant Craddock Jones in the Recording Studio;      
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• Soldier-musicians at lunch in the grounds of the Shelton Band Centre.      
 
Item 12:  Armed Forces of Australia Badges of Rank. 
 
Item 13: The Band's main uniforms: 
 
• The 'disruptive pattern camouflage uniform' (Sergeant Craddock Jones);      
• Ceremonial white (Sergeant Elizabeth Hannigan).      
• Soldier-musicians in a civilian setting: The Kapooka Saxophone Quartet 
(Captain Patrick Pickett, Musician Gary Caira; Corporal Jim Bousfield, 
Lance Corporal Shane Gallagher).      
• The Drum Major, Staff Sergeant John Franklin in Ceremonial Scarlet 
uniform;      
• The Kapooka Band's  annual photograph (1993): Ceremonial Scarlet 
uniform;      
• The Kapooka Band's photograph (1991): Ceremonial White uniform;      
• The Band's post May 1993 public relations photograph. Here Musician Sue 
Waterman wears the Ceremonial Scarlet uniform.      
 
Item 14: The music running sheet used by the Australian Army Band on Anzac Day 
1990 for the memorial service for the 75th Anniversary commemoration of the military 
landings at Gallipoli.      
 
Item 15: The Australian Army Band, Kapooka in Parade Ground formation (1993).      
 
Item 16: Pages from publications discussed in chapter 11: 
 
From Trumpet and Bugle Calls for the Army: With Instructions for the Training of 
Trumpeters and Buglers.: 
• PART IV: Instructions for Trumpeters and Buglers (p. 95);      
• Title page;      
• March  (for the Mounted Corps) (No. 7: p. 55);      
• Fall In  (No. 105: p. 86);      
• Reveille  (No. 123: p. 91);      
• Rouse  (No. 124: p. 91);      
• Lights Out. (No. 128: p. 94).      
• Tattoo (Last Post) (No. 127: p. 94).      
 
From The Drummers Handbook: 
• Title page;      
• Advance in Review Order - General or Inspecting Officers Salute - Scipio  
(p. 14-1);      
• Point of War  (p. 14-2);      
• The Drummers Air - Commonly known as The Rogues March   
(p. 14-5);      
• 'Beating Retreat sequences'  for the drums (p. 14-13).      
 
The first clarinet part of 'Rose Glory', the Regimental March of the 1st Recruit Training 
Battalion.    
   
From Band Music For Church Services:  
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• Leiutenant-Colonel R. A. Newman arrangements of Melita  and Miles Lane.      
 
Page 1 of Claude T. Smith's composition Eternal Father, Strong to Save.      
 
Item 17: Kapooka Band repertoire lists:  
 
• Index to Kapooka Band music library;      
• Australian Army Band, Kapooka (A 'Classical' program for Wagga Pro 
Musica, 9 March 1989);      
• Beating of Retreat Ceremony - Programme of Music (28 October 1989);      
• 'Just Jazz' 21 August 1989 (Program);      
• 'Music at Midday' 10 July 1990;      
• Programme of Music (n.d.) for 'Auf Wiedersehen KATE' 28/29 July 1990;      
 
Item 18: The 1994 calendar photograph of Mr March, Corporal Peter Thomas: 'Raid or 
parade?'      
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